Setting and Scene as Narrative Technique in \u3cem\u3eThe Raj Quartet\u3c/em\u3e by Degyansky, Barbara Knight
Georgia Southern University 
Digital Commons@Georgia Southern 
Legacy ETDs 
Summer 1986 
Setting and Scene as Narrative Technique in The Raj 
Quartet 
Barbara Knight Degyansky 
Follow this and additional works at: https://digitalcommons.georgiasouthern.edu/etd_legacy 
 Part of the English Language and Literature Commons 
Recommended Citation 
Degyansky, Barbara Knight, "Setting and Scene as Narrative Technique in The Raj Quartet" 
(1986). Legacy ETDs. 908. 
https://digitalcommons.georgiasouthern.edu/etd_legacy/908 
This thesis (open access) is brought to you for free and open access by Digital Commons@Georgia 
Southern. It has been accepted for inclusion in Legacy ETDs by an authorized administrator of 
Digital Commons@Georgia Southern. For more information, please contact 
digitalcommons@georgiasouthern.edu. 
ETTING AND SCENE AS NARRATIVE TECHNIQUE 
IN THE RAJ QUARTET 
Barbara Knight Dagyansky 
0 § 
^ Georgia Southern College ^ 
Library 
Setting and Scene as Narrative Technique 
in The Ra.i Quartet 
submitted by 
Barbara Knight Degyansky 
A Thesis Submitted to the Graduate Faculty of 
Georgia Southern College in Partial 
Fulfillment of the Requirements for the Degree 
Master of Arts 
Statesboro, Georgia 
1986 
Setting and Scene as Narrative Technique 
in The Ra.i Quartet 
by 
Barbara Knight Degyansky 
Approved: 
k . Xj.lstAj. fi /7 JLJUI I ^ 
Jajor Professor Date / 
t/cr-L^ ft 7-n-Xb 
^Committee Member Date 
C*u i-n-rt 
Committee Member Date 
Approved: 
^—W Id 
Dean of the Graduate School Date 
Table of Contents 
Page 
Introduction 1 
Chapter I: Brobdingnag 10 
Chapter II: Intricate Navigation 26 
Chapter III: Labyrinths 44 
Chapter IV: Utility 63 
Conclusion 76 
Works Cited 82 
Introduction 
In 1975 with the publication of A Division of the 
SPbiIs.> Paul Scott completed the major literary work of his 
career. The Raj Quartet. Its scope of more than two thousand 
pages was obviously an elaborate literary achievement; 
nevertheless, it received little critical attention. The 
stunning production of "The Jewel in the Crown," based on The 
Raj Quartet, by Britains's Granada Television brought Scott's 
relatively neglected quartet to wider public attention in 
Great Britain. When the Public Broadcasting System aired the 
series on its Masterpiece Theater, a new audience in the 
United States became familiar with Scott's ambitious 
portrayal of the end of British rule in India between 1942 
and 1947. 
Even though The Quartet as a whole has been relatively 
neglected, numerous reviewers recognized the importance of 
Scott's novel.1 Peter Green finds the final volume, A 
Division of the Spoils, a "complex, and subtly brilliant 
novel. . . . Each individual volume—The Jewel in the 
Crown(1966), The Day of the ScorpionC1968). The Towers of 
Silence(1972), and now, finally, A Division of the 
SpoiIs--represents an outstanding achievement in its own 
right; but the cumulative effect of the tetralogy is, quite 
simply, monumental"(19). Many have praised the "Tolstoyan 
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breadth and depth" and intricacy of the quartet(Mahood, 244). 
Scott deals with the sociological, psychological, historical, 
and political aspects of British rule, or the Raj, in India 
as well as with the story of British transplants who live out 
their personal dramas interwoven with those larger aspects. 
The characters of the tetralogy vibrate; the taut depictions 
imbue the tension of life. Scott's characters change, grow, 
and sometimes behave unpredictably; they respond differently 
to experiences they share, to people they meet. "Rarely in 
modern fiction have so many interesting and even bizarre 
characters been brought to more intense life" wrote Orville 
Prescott on The Jewel in the Crown(29). Nevertheless, in 
spite of early enthusiastic appraisal and a recognition that 
The Quartet culminated in a chef d'oeuvre for Scott, there 
has been little serious critical attention to the work. 
In his 1975 review Green predicted that The Quartet 
would "undoubtedly be mined by PhD students for decades"(20). 
A decade apparently has produced only one dissertation. 
Patrick Swinden confesses in the preface of his 1980 book on 
Scott that three years earlier he had never heard of Paul 
Scott, and having discovered The Ra.i Quartet, was convinced 
that he had "encountered a novelist of major stature. 
Although book stores had sold out and had reordered The 
Quartet and public libraries' copies were borrowed, Swinden's 
university library contained no mention of Scott's work(ix). 
In other words, it was mainly academics who were ignorant of 
Scott's novels. Twayne Publishers issued a book on Scott by 
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K. B. Rao in 1980 for its English Authors Series, but the 
Swinden book and the Rao book contain much material that 
overlaps. In 1983 M. M. Mahood called for critical attention 
to Scott's work(244), and in 1986 there is still a need, 
perhaps more insistent than before. 
Several reasons help to explain why Scott is not more 
widely known and critically explored. Caroline Moorehead 
describes him as a "retiring, pensive mam, a worrier, with a 
slow quiet voice"(7). She further postulates the following: 
But possibly the real reason why Paul Scott is 
so little known is not that he makes himself so 
little known but that his subject is not one that 
people are willing to take on. There is a feeling 
that the Anglo-Indian experience was forever 
immortalized somewhere between Kipling and Forster, 
that Forster's Burtons and Turtons summed up all 
that there was to be said about a white ruling 
class and the infinite pettiness and minor tyranny 
of the Anglo-Indian civil servants and their bossy, 
arrogant wives. (7) 
Another reason for Scott's obscurity is the density of the 
work itself. J. G. Farrell writes that it is "not easy to 
read. Mr. Scott makes few concessions to the reader"(555). 
The television series may be expected to change the state of 
affairs that existed in 1975; many new readers will come to 
appreciate the depth of Scott's preparation and work. 
Pensive Scott spent much of his time studying. The 
reader of The Quartet might expect that Scott's intimate 
familiarity with Anglo-Indian and Indian history and culture 
grew out of a life-long contact with the sub-continent. On 
the contrary, the army sent him at age twenty-two to India, 
where he was stationed for three years. But these three 
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years entranced him, and out of that experience, Scott 
produced eight books set in India(Moorehead, 7). In 1960 at 
age forty, he left his job of ten years as a literary agent 
to pursue writing full time, making three trips to India 
between 1964 and 1972 to gather material and refurbish his 
senses. It took him ten years to write his epic work. He 
died in 1978, three years after completing the final volume 
of his quartet. 
Although Scott's quartet abounds with historical 
sequences and precisely drawn characters, he claims to be 
neither psychologist nor historian: "'I have no academic 
sense of particular periods,'" he says. "'It is hit or miss. 
Like being a magpie, I pick up things when they glitter. 
Novelists don't know answers. They pose questions in an 
oblique way'"(Moorehead, 7). If Scott is not professional 
psychologist, he nevertheless possesses uncanny insight into 
the subtler aspects of human behavior. Peter Green writes 
that Scott "shows a Jamesian obsession with the minutiae of 
emotional betrayal. . ."(19). All his characters demonstrate 
some captivating idiosyncracy, be it appealing, revealing, or 
troubling. Scott can freeze frame Daphne Manners' blinking 
before beginning to speak; Mildred Layton's fingering the 
pearl necklace around her neck; Lady Manners' hands seeking 
reassurance touching the buttons and pleats at the neck of 
her blouse; Ronald Merrick's precise arranging of the 
implements for his daily toilette. Even though these 
characters grow out of the Raj experience, they nevertheless 
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become universal figures. Richard Rhodes James writes from 
his perspective as a product of that Raj experience that 
Scott pinned us down with a marvellous precision at a time 
when our whole strange edifice was about to collapse. He is 
a kind of social pathologist of the Raj"(359). 
The Ra.i Quartet is a melange of history and fiction. 
Although they never appear, Gandhi, Nehru, and Jinnah form 
part of the historical backdrop. Most of the other 
characters are products of Scott's imagination. A few 
episodes occur in Bombay, but largely, geographical locations 
are fictional. If Scott is not an historian, he nevertheless 
demonstrates "a luminosity of insight rarely evident in the 
historian"(Woodcock, 40). The reader finds The Quartet 
replete with historical data, cultural artifacts, and 
customs. Webster Schott writes that "I cannot think of 
anything worth knowing about the raj that Scott hasn't told 
me"(36). Can the novelist truly be an historian, or should 
the historian also be a novelist? Praising Scott's novels as 
accurate historical document, Max Beloff writes that "the 
novelist has the freedom both to present the circumstances of 
the case, and through his personages to evoke either directly 
or through symbolic reference the complex of feelings, 
physical and moral, that go to make up the experience as a 
whole"(66). As he presents that experience, Scott immerses 
the reader, without aid of glossary or explanations in a 
prologue, into Hindi vocabulary liberally embedded in the 
narrative. Usually, the context conveys some sense of the 
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meaning, but bhishti. chota-hazri. begum, and ghusi-khana 
mean little to the uninitiated. To read The Ra.i Quartet is 
to experience another culture, to learn its history, and to 
feel its rhythms. 
Although the four books of The Quartet can be read 
separately, each a discrete entity, they form an integrated 
whole as a tetralogy. Characters enter, leave, and reappear 
over the course of the four; characters form a network of 
contacts with others throughout. Scott uses a variety of 
narrative techniques such as letters, diaries, and 
depositions to allow his cast to present their perspectives 
on people and events. Using finely tuned dialogue, he deftly 
recreates the sound of idiosyncratic language throughout the 
four books. Varieties of settings recur forming a pattern: 
The four parts of the novel have been so carefully 
plotted and structured that they interlock with 
each other with perfect balance and rhythm. . . . 
Repetitions become rhythms in The Quartet. 
Image, character, dramatic event are all skillfully 
and harmoniously repeated. In the process they 
take on added meaning, reveal hidden nuances, link 
the echoes and reverberations of one volume with 
another. (Rao, 133) 
Additionally, the historical details develop a pattern and 
form a "significant network of interrelated plots"{Swinden, 
97. Each book of The Quartet can act as a movement in a four 
part sonata. The large theme rolls out of the first 
movement, Allegretto. An Andante movement gives the author 
time to develop the more minute details of numerous 
individuals' stories. Sustained lament marks the third 
movement. Grave, which symbolically details the demise of the 
7 
Raj in the person of Barbie Batchelor. M. M. Mahood writes 
that A Division traces two deaths: "the death of the liberal 
ideal at its best, and the destruction of the flimsy 
structure that has taken its place"(249). The dance implied 
in the third movement is the dance of death. The fourth 
movement hurtles along, Allegro agitato, on the eve of the 
precipitate British pull-out from India; the helter-skelter 
action of the conclusion leaves the characters and the reader 
in a psychic no man's land. Selfishness, myopia, bigotry, 
and racism have left the land of India divided and its people 
murdered and despoiled because of unresolved internecine 
conf1icts. 
In this story the land and marks made upon the land by 
humans and the way Scott integrates those into The Quartet 
deserve study. He has created a most believable imaginary 
Indian geography. The landscape with sunrise, sunset, and 
weather conditions becomes a cinematic production. Scott 
creates for the reader imaginary olfactory sensations which 
grow out of the activities, the architecture and furnishings 
that bear verisimilitude to the period he writes about(Parry, 
D and D, 35). Light and shadow add palpability to surfaces 
as well as add a sense of drama and tension: 
People live in places, which exist in their own 
right with distinctive textures, colours, salients 
and declivities, weathers and physical 
contours. ... He [Scott] is aware of the habit 
landscapes have of gathering into themselves the 
feelings of people who are aware of them, who 
notice them. And so he registers very accurately 
the interpene-tration of human activity and the 
surfaces upon which that activity takes place, the 
8 
topographical backdrop (which therefore becomes 
more than a backdrop) against which it proceeds. 
(Swinden, 8) 
The reader of The Quartet becomes transported to the India of 
the 1940's. 
Scott has created a total atmosphere through the use of 
recurring images of panoramic vistas, mountains, roadways, 
rivers and gulleys, city/townscapes, civil lines of 
demarcation, walls and gardens, rooms and doorways, and 
furnishings. He uses the "image cluster, the way that 
certain objects, insignificant in themselves, awaken the 
poetic imagination by a momentary grouping that gives them 
the coherence of a legend"(Mahood, 258). The manner in which 
he builds and uses setting implies more to the reader than 
just literal detail. The locations and the activities that 
take place there come to stand for something else(Friedman, 
291). As scenes repeat with variations, they highlight and 
reinforce Scott's major themes. The landscapes and settings 
that Scott has chosen have become figurative and at times 
carry symbolic meaning. By its nature, symbolism can use 
"literal experience or recurring figures as the vehicle for 
implying something more or something else by means of 
association"(Friedman, 293). These created patterns and 
networks can reveal the author's philosophy of life(Friedman, 
295). In fact, Scott used India as a metaphor for his view 
of life(Rao, 97). 
In Scott's quartet both repetition of certain settings 
and a particular range of setting become part of the 
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narrative technique. Scott pans a view of bewildering 
magnitude from a great height; he takes a car or tonga over a 
snaking road. He focuses his camera on the interiors of the 
public rooms of buildings and homes, lingering to study a 
picture on a wall, or hesitatingly walking by closed doors or 
through curtained passageways. Finally, this scene maker 
zooms in on the small, private chambers of his characters. 
Scott's range is great, from areas of unexplained vastness to 
those places of solitary, intimate activity where the soul is 
prepared, refreshed, repaired, or wrenched. His settings and 
scenes take on meaning and reflect meaning, connect and form 
logical sequences to create a coherent, extended pattern. 
The multi-faceted settings and scenes form a framework of The 
Quartet and support and intensify Scott's themes throughout 
the four books. In the following pages I shall analyze 
Scott's use of setting and scene in his narrative technique 
beginning with the setting that reflects vastness—the 
vastness of India, the vastness of experience. 
Chapter I: Brobdingnag 
As Gulliver found the land of Brobdingnag to be immense 
and everything in the extreme, so did the many British 
transplanted to India. The geography of England is fairly 
homogeneous, and the country is not very large--England is 
roughly the size of New York, India roughly the size of the 
United States east of the Mississippi. The seemingly 
forbidding size of India alone, not considering cultural 
differences, boggled most British minds. It is not 
surprising that the Indian landscape cowed the timid and 
coddled, but it even intimidated the stalwart Edwina Crane. 
Edwina Crane, who ended up in India a missionary, but 
initially came to India as nurse-companion to the 
Nesbitt-Smith family, on one occasion goes for a five o'clock 
walk, and coming into an open area finds that 
The sun was still hot, still high enough to make 
her narrow her eyes as she gazed from under the 
brim of her hat and the cotton canopy of the 
parasol, towards the horizon of the flat, wide, 
immense Punjabi plain. It seemed impossible, she 
thought, that the world continued beyond that 
far-away boundary, that somewhere it changed its 
nature, erupted into hills and forests and ranges 
of mountains whose crests were white with eternal 
snows where rivers had their source. It seemed 
impossible too that beyond the plains there could 
be an ocean where those rivers had their end. She 
felt dwarfed, famished in the spirit, pressed down 
by a tremendous weight of land, and of air and 
incomprehensible space that even the flapping, 
wheeling crows had difficulty keeping up in. (J, 
10)3 
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Not only does Edwina experience a physical, geographical 
disorientation but also a spiritual one, which becomes 
greater as political events in India come to totally 
disillusion her. She removes Ghandhi's picture from her wall 
after he supports the Quit India resolution, and she commits 
suttee (ceremonial self-immolation of a wife on her husband's 
death) as the culmination of events swamps her, particularly 
the murder of her Indian colleague during the Dibrapur riots. 
If in time the exiles might adapt to the idea of the 
immenseness of India, a trip home would serve only to 
reassert the difference. Sarah and Susan Layton had been 
sent home to England to be educated in a proper way, as were 
all English children of the middle, upper-middle classes. 
Like Gulliver returning to England from his adventure in 
Brobdingnag, Sarah finds it difficult to adjust to the 
smaller scale of things. Gulliver relates his experience: 
"As I was on the road, observing the littleness of the 
houses, the trees, the cattle, and the people, I began to 
think myself in Lilliput. ... I looked down upon the 
servants and one or two friends who were in the house, as if 
they had been pigmies, and I a giant"(Swift, 185). It is 
during a sojourn home that Sarah muses on the changes in 
perspectives one experiences as a result of changing 
environments: "The brook babbling over the stones reminded 
her of Pankot in miniature. But then everything in England 
was on a miniature scale. She thought this had an effect on 
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the people who lived there always"(J, 80). That difference 
in scale particulary disorients Edwina Crane and others who 
have difficulty fathoming the vastness of India, but there is 
another dimension of England that Sarah ponders after she has 
returned to India as a young woman: 
Sarah was conscious of belonging to a class engaged 
in small, continual acts whose purpose was survival 
through partial sharing in an evolution. ... It 
was a survival of exiles. Their enemy was light, 
not dark, the light of their own kind, of their own 
people at home from whom they.had been too long cut 
off so that, returning there briefly, a deep and 
holy silence wrapped them and caused them to 
observe what was real as miniature. In India they 
had been betrayed by an illusion of topographical 
vastness into sins of pride that were foreign to 
their insular, pygmy natures. (S, 422) 
Pride beguiled them into thinking that they could use the 
sam« standards of measurement in both situations. The 
transplanted British could not understand the religious 
practices of the Hindus, which they regarded as pagan and 
savage(Parry, D and D, 55, 60). Their tiny home isle was 
easily cultivated and managed, manicured. The climate and 
geography of India were merciless and aggressive in its 
extremes. The pilgrims could not control their foreign 
environment nor could they reckon with the necessity of 
adjusting their ethnocentric vanities. As a result of these 
vanities, geographical displacements and disorientations, the 
British had a difficult time setting down roots. 
The traveller, whose voice is one of the many that 
narrate The Quartet, notes that "if English people in India 
could be said to live in (in the sense of belonging to) any 
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particular town, the Laytons lived in Ranpur and Pankot"(S, 
52). For a people who ruled India for two hundred years, the 
British had great difficulty in feeling at home, and when 
they did feel at home, a marked self-consciousness surfaced. 
After his military service in World War I, John Layton 
returned to the hills of Pankot. When villagers heard that 
he was nearby, they pressed him into telling tales of 
Subahdar Muzzafir Khan Bahadur's gallantry in the wars and 
into accepting their hospitality. On one such occasion 
Layton thought "'Well, home is here,' and knew that for 
English people in India there was no home in the sense of 
brick and mortar, orchard and pasture, but that it was lodged 
mysteriously in the heart"(S,69). One rarely thinks about 
feeling at home when one is truly at home. It is something 
pretty much taken for granted. Nevertheless, Layton immersed 
himself and achieved some sense of belonging if somewhat 
aided by the food and drink. And although at this time 
recently married, he was unencumbered by the demands of his 
wife who was tucked away in Pankot with her parents, allowing 
Layton to bask in that camaraderie and sharing of food that 
hosts shower on solitary men. It was perhaps easier for him 
to have this somewhat sentimental musing. But it was not 
nearly so easy for others, particularly the women and wives, 
who did not share a similar identification with the joys of 
the military fraternity. J. Chartres Molony wrote of the 
Anglo-Indian experience that "nowhere in the world, so far as 
I am aware, certainly nowhere in the Western world, is it so 
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possible and easy as in India for the stranger to dwell in a 
strange country, and yet so entirely apart from it"(Parry, D 
and D, 47). The British merely existed in India for those 
two hundred years, in a sense, as psychically displaced 
persons. The Laytons, and others like them, stay safely in 
their cocoons. Having just returned from England, Sarah 
thinks 
We are afraid to go outside and wet our feet and 
catch a chill. . . . Pankot is a retreat. So is 
Ranpur. Not the real Pankot, not the real Ranpur, 
but our Ranpur and Pankot. We see them as 
different from what they really are which is why 
when we come back to them we are aware of the long 
distances that separate one place of vivid 
recollection from another. In Ranpur we become 
aware of the immensity of the surrounding plain and 
in Pankot of the very small impression we have made 
on hills which when we are away from them we think 
of as safe, enclosed and friendly but which are in 
reality unfriendly, vast and dangerous. (S, 72) 
And so immensity casts its dense shadow, crippling most 
attempts at true acclimation. Now, in a sense, Sarah is 
Gulliver in Brobdingnag. 
Throughout The Quartet individuals are ready to pull up 
stakes and move to another location within India or move back 
to England. On August 15, 1947, the British Raj pulls out of 
India, concluding two hundred years of temporary occupation. 
The trains which carry the British away suggest the 
"dangerous speed," as Mahood puts it, with which the British 
make their departure(251). Colonel and Maisie Trehearne, who 
have been in India for many years, typify the situation for 
many of the homeless. The Trehearnes' bedroom illustrates 
the bivouac mentality: "It was the kind of room, sparsely 
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furnished, which always looked camped-out in rather than 
occupied, and where you wouldn't have been surprised to find 
bird-droppings on the floor"(D, 363). The British in Scott's 
Quartet are existential outsiders, an "experience in which 
the person feels separate from place. . . . Existential 
outsideness involves a feeling of homelessness and not 
belonging"(Seamon, 86). That the British could survive at 
all for two centuries under such conditions is amazing. The 
sustained bivouac, though, aside from perhaps foreshadowing 
and emphasizing the precipitate withdrawal of the British in 
1947, takes its toll upon the psychic lives of numbers of the 
British: Mildred Layton attempts to slake her anxiety in 
whiskey; Susan Layton escapes into marriage as a means to 
creating an identity for herself; Barbie Batchelor goes mad. 
For many, the threatening land interferes with personal 
development. But sometimes that very threat can have 
constructive results(Seamon, 88). Sarah is one in The 
Quartet who comes to terms with that frightening India. 
While riding with Ahmed Kasim Sarah experiences the 
exhilaration of freedom: 
She dug in her heels. A moment she loved: the 
slight hesitation, the gathering of propulsive 
forces in the animal she sat astride, the first 
leap forward that always seemed to her like a leap 
into a world of unexplored delight which she could 
only cut a narrow channel through and which she 
would reach the farther end of too soon but not 
without experiencing on the way something of the 
light and mysterious pleasure that existed for 
creatures who broke free of their environment. (S, 
121) 
The environment that Sarah breaks free of is the environment 
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of rigid, protective social conventions and fear generated by 
the colonial mentality. Nevertheless, because of her own 
independence of mind, more and more Sarah comes to accept 
India as less alien and more familiar. Sarah becomes the 
existential insider because she is sensitive to the "unseen 
vibrations and nuances of place"(Seamon, 93). 
Other characters occasionally come to acept India, such 
as Robin White, but more typical is the experience of Leonard 
Purvis. In contrast to Purvis who appears in Division. Robin 
White yields to the treatment of an Indian woman and comes 
through a serious bout of dysentery. He recalls that "I was 
on my dignity at once, and waved her away, but she came to 
the bedside and spooned up a helping of the curds and held it 
out and made me eat. . .(J, 337). He had felt as though he 
had been given back his humanity and that there had been "the 
suggestion that my indisposition could be overcome easily 
enough once I'd learned I had no real enemies"(J, 338). On 
the other hand, the obstreperously cynical Leonard Purvis 
tries to die at his own hands before the Indian curse of 
amoebic dysentery can claim his life. 
In contrast to the British, such as Purvis and Layton, 
the roses of Mabel Layton's garden adapted to or merely 
accepted given conditions: "the bushes from which these 
roses came had been of English stock but they had travelled 
well and accepted what was offered. They had not wished to 
adapt the soil or put a veil across the heat of the sun or 
spread the rainfall more evenly throughout the year. They 
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had flourished"(T, 272). For the most part, the rootless 
British do not come to terms with geographical vastness just 
as they do not come to terms with the various aspects of an 
Indian culture that seems so alien to them. 
A part of that culture that was particularly unnerving 
was India's acceptance of sensuality, especially as it 
surfaced in religious practices(Parry, D and D, 66). For the 
repressed and rigid British, sensuality in religion became 
only one aspect of a society that it regarded as depraved. 
When Anglo-Indians commented on the antithesis 
between West and East, praise of British norms and 
censure of the Indian system was implicit. That 
they thought Indian society irrational and corrupt 
without recognizing that the structures of that 
society were organic wholes containing 
contradictions and still providing social meanings, 
is a sign of the difficulty which faces those who 
are rooted in one culture when they encounter 
another. (Parry, D and D, 56) 
Edwina Crane finds a Hindu temple frightening along with the 
native town "with its narrow dirty streets, its disgusting 
poverty, its raucous dissonant music, its verminous dogs, its 
starving, mutilated beggars, its fat white sacred Brahmini 
bulls. . ."(J, 9). In India religion becomes tied up with 
the ebb and flow of life, not an insular, tidy affair that 
the British are accustomed to. Even the sensitive and 
open-minded Sarah Layton, who breaks through conventional 
thinking, feels a certain discomfort when she has a "glimpse 
of curtained doorways guarded by a sleepy Buddha and agile 
Indian Gods cast in bronze"(S, 439). Undoubtedly one of the 
Gods is Shiva, god of fertility, who causes a tremble in Miss 
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Layton. But as much as the sensuality causes discomfiture in 
the British, the dark—skinned Indian may cause more. 
Francine Weinbaum observes that it is "easy enough to 
see that a fundamental racial distrust and fear of the alien 
runs through the novels and that, with a few notable 
exceptions, the British behave coldly and self-righteously 
toward the natives"("Defenses," 76). The malevolent Ronald 
Merrick, who begins his career in The Jewel as District 
Superintendent of Police and progresses through The Quartet 
to become a lieutenant-colonel in the army, expresses rather 
bluntly his views on race. Most of the Anglo-Indians would 
not be so forthright about their attitudes, but Merrick's 
explanation captures an unspoken prevailing attitude: 
"The Indians themselves have this prejudice about 
paleness. To them a fair skin denotes descent from 
the civilised Aryan invaders from the north, a 
black skin descent from the primitive aboriginals 
who were pushed into the jungles and hills, or fled 
south. There is this connotation paleness has of 
something more finely, more delicately adjusted. 
Well—superior. Capable of leading. Equipped 
mentally and physically to dominate." (S, 227). 
Merrick becomes the mouthpiece for commonly held racist views 
and rationalisations used in support of the imperialist 
effort. 
Since the eighteenth century, many theories attempted to 
establish the inferiority of non-whites(Parry, D and D, 17). 
The engulfing smells emanating from the land—usually of 
animal and human ordure, or even decay—unfamiliar smells 
which the British unconsciously associated with dark-skinned 
people, undoubtedly heightened and reinforced their racist 
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beliefs. The white colonials felt even more alien in this 
vast land when pervasive odors constantly reminded them of 
the seemingly irreconcilable differences in culture. In The 
Quartet Scott supplies numerous examples of "English disgust 
for the products of excretion and association of these 
products with India and Indians (or those linked with 
them)"(Weinbaum, "Defenses," 78). Scott liberally suggests 
the smoky and redolent atmosphere throughout The Quartet: 
And there is, at night, a strengthening of that 
special smell: a dry, nostril-smarting mixture of 
dust from the ground and of smoke from dung-fires: 
a smell that takes some getting used to but which, 
given time, will become inseparably part of 
whatever notion the traveller, the exile, the old 
hand, may have of India as a land of primitive, 
perhaps even tragic beauty. It is a smell which 
seems to have no visible source. It is not only 
the smell of habitation. It is the smell, perhaps, 
of centuries of the land's experience of its 
people. It is to be smelt out there on the broad 
plains as well as here in the town. And because it 
is also the smell of the plains, to smell 
it--perhaps a degree or two stronger--as the car 
turns a corner and passes a roadside stall lighted 
by a naphtha lamp, only deepens the sense of 
pervasiveness, of ubiquity, of vastness, of 
immensity, of endless, endless acre of earth and 
stone lying beyond the area of the lamp's light. 
(J, 183) 
For some in The Quartet, like Daphne, who come to terms with 
India and Indian culture, those who reject the prison of 
group values, the smell becomes unnoticed, accepted, or even 
"needed"(Weinbaum, "Defenses," 79): "And all the time the 
curious smell—not of the railway now, but of the land—which 
perhaps she had learned to accept or not to notice, if not to 
love, to need"(J, 200). For others the smell is a constant 
source of disgust. Scott has created a sensory world of 
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feeling, sight, and smell in The Quartet that causes many 
characters varying degrees of physical and psychological 
discomfort and displacement. 
Scott's sensory world has much in common with the 
literary impressionists in his "rendering of atmosphere and 
mood, the importance of a perceiving consciousness"(Stowel1, 
18). The physical environment constantly impinges on 
awareness throughout The Quartet: smoke in the air; wafting 
moist breeze; endless, rocky, eroded plain; "sore-throated" 
crows. But there is also a pervasive production of color, 
light and dark throughout the tetralogy: 
It is a landscape which a few hours ago, between 
the rainfall and the short twilight, extracted 
colour from the spectrum of the setting sun and 
dyed every one of its own surfaces that could 
absorb light: the ochre walls of the houses in the 
old town (which are stained too with their bloody 
past and uneasy present); the moving water of the 
river and the still water of the tanks; the shiny 
stubble, the ploughed earth, of distant fields; the 
metal of the grand trunk road. In this landscape 
trees are sparse, except among the white bungalows 
of the civil lines. On the horizon there is a 
violet smudge of hill country. (J, 1) 
Scott brings descriptions such as the above before the 
reader. Nothing is very definite; he uses dashes of light 
and color to create the effect, in much the same way Claude 
Monet created effects in painting with light and color. The 
very aim of impressionism is to "catch and reproduce the 
shifting, fleeting intangible impressions by which the 
outside world impinges on our senses. . . ."(Stowell, 14). 
In the following passage Scott dabs more pigments creating a 
scene as vivid as any painter might: 
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At half-past six in the evening the sun has set 
behind and starkly silhouetted the trees that 
shelter the club buildings on the western side of 
the maidan. The sky above the maidan. colourless 
during the day, as if the heat had burnt out its 
pigment, now undergoes a remarkable transformation. 
The blue is revealed at last but in tones already 
invaded by the yellowing refraction of the sun so 
that it is awash with an astonishing luminous green 
that darkens to violet in the east where night has 
already fallen and reddens in the west where it is 
yet to come. (J,161) 
Even as this scene sits on the printed page, the colors and 
images change. Sunset itself is a poignant time of day with 
fleeting phenomena, mood created by refracted light, color, 
atmospheric condition, wind currents, temperature. The 
shifting scene captures the ephemeral nature of existence. 
Very much Like the literary impressionists, Paul Scott 
creates "fleeting impressions, vague gestalt images hurriedly 
glimpsed, arbitrary details selected almost to the point of 
triviality: splashes of color, blurred movement, and nuances 
of mood, gesture, and consciousness"(Stowel1, 21). Scott's 
characters respond to all these sensory stimuli, some more 
perceptively than others. Some find meaning, others not. 
Daphne Manners relates this scene in her journal: 
And then there were the rains. They came fresh 
and clean, wild, indiscriminate. And changed the 
garden, Mayapore, the whole landscape. That awful 
foreboding colourlessness was washed out of the 
sky. I'd wake at night, shivering because the 
temperature had fallen, and listen to the lashing 
on the trees, the wonderful rumbling and banging of 
the thunder, and watch the way the whole room was 
lit as if from an explosion, with the furniture 
throwing sudden flamboyant shadows, black dancing 
shapes petrified in the middle of a complicated 
movement—a bit of secret night-time devilry that 
they returned to the moment the unexpected light 
went out, only to be caught and held still in it 
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again a few moments later. (J, 399) 
Daphne seems to expand into this scene, just as she expands 
into the life of India through her love of Hari Kumar. As 
the characters who come to accept India come to accept the 
smell of India, similarly Daphne accepts and revels in the 
phenomenological world of India. Daphne is a character who 
accepts the changing sensory world, absorbs it, synthesizes 
it into her own pattern(Stowel1, 25). If Daphne can deal 
with the mystery of the dark, angular shadows, she can deal 
with the unknowability of life. As do the literary 
impressionists, Scott creates characters "who flounder 
through an accelerating and ambiguous world of sensory 
stimuli. They attempt to control, face, adapt to, and escape 
from such a world—while discovering that all one can 
ultimately do is 'roll up experiences and think'"(Stowel1, 
16). That is what the characters do who embody the positive 
values of Scott's work: Sarah Layton, Dmitri Bronowsky, 
Edith Manners, Guy Perron, Mohammed Ali Kasim, Ahmed Kasim, 
and of course, Daphne. These are the ones who also try to 
"cut across either communal, racial, political, or 
psychological barriers to achieve some form of union, usually 
with or for India and Indians"(Weinbaum, "Scott's India," 
103). 
There remains yet another aspect of this changing sensory 
world. Scott takes the reader one step higher—to the 
sky—to be able to look down and perceive some kind of 
meaning if there be any: 
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Imagine, then, a flat landscape. . . ; a 
landscape that is dark but shows immediately below 
as a system of lights, clustering neatly round a 
central point with a few minor galaxies beyond its 
periphery. . . . 
The aircraft seems to be having difficulty 
attaining height. From the oval shaped port the 
flarepath comes again into view, not much farther 
below than it was the last time of looking, and 
then the lights of Mayapore come back in focus, 
slightly blurred, which may be due to the 
condensation on the double glazing of the windows, 
but at least they conform to the pattern that is 
known and is now recognisable, because the watcher 
has had time to orientate himself. . . . 
. . .The plane banks, moving east, almost taking 
the course of the river that leads to Miss Crane's 
unimaginable coast. With this god's-eye view of 
the created world she never had to cope, which 
perhaps was a pity, because the topogfaphy she 
found so inhibiting from ground-level reveals 
itself from this height, and at this speed, as 
random and unplanned, with designs hacked into it 
by people who only worked things out as they went 
along. (J, 467, 468) 
Even with the added advantage of height, the traveller 
presents this somewhat blurred perspective of some kind of a 
pattern, some kind of tracing, one that might look like 
ancient archaeological paths burnished into the ground. It 
is up to the perceiver to somehow integrate all of life's 
stimuli into a workable network. Again Scott has much in 
common with literary impressionists: "Gestalt thinking is at 
the heart of the way impressionist characters learn to deal 
with their world. With their intuitive and inductive grasp 
of perceived fragments, they work, not to analyze those 
parts, but to comprehend the entire structure from above 
down"(Stowell, 36). Edwina Crane, a basically admirable 
person, fails to make connections. Her isolation begins when 
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she removes Gandhi's picture from the wall when he sought 
freedom for India. Her world becomes further fragmented on 
the road between Dibrapur and Mayapore when her Indian 
companion, Mr. Chaudhuri, is killed by a mob. From that 
point on she saw the Indian situation as hopeless and her 
place in it as equally hopeless. Lacking the "God's-eye view 
of the created world," she could not see the whole of life; 
she creeps into the vacuum of her own despair. 
The vastness of the land in Paul Scott's quartet becomes 
an impediment to the adjustment of the British in India. 
India is as strange to these characters as the land of 
Brobdingnag is to Gulliver. The British, as well as 
Gulliver, have difficulty adapting to the large scale; they 
find the land and its inhabitants incomprehensible. Their 
sense of insecurity grows out of the feeling of being 
overwhelmed, and the chauvinistic attitudes they bring with 
them from England prevent them from judging in a fresh, 
non-prejudicial light all that greets them in that vast land, 
all manner of sensory stimuli, to say nothing of mores and 
customs that would rouse curiosity but not necessarily 
contempt. For those figures who accept, India presents an 
array of satisfactions. All those who embody the values of 
The Quartet come to terms with India within themselves. They 
at times grope along, but somehow manage to connect 
experiences, to examine those experiences with some hope of 
making some sense of them. Guy Perron, a sergeant in British 
Field Security, is one who attempts to acclimate himself to 
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the muddle India presents, and in doing so, suggests how the 
bewildering experience of India takes on larger meanings: 
Perron sat in his underwear on the edge of the 
charpoy and slowly performed the nightly task of 
trying to obliterate from his mind all the 
disturbing residue of the day's malfunctioning and 
so leave it free to crystallize, to reveal the 
point reached in a continuum he was sure existed 
but, in India, found so difficult to trace. (D, 
108) 
As the traveller was able to spot the tracing of some kind of 
design from the plane, so too will the earthbound with the 
right resources be able to determine a point in a continuum, 
to trace a design, some way to obtain their bearings in all 
of that vastness, that unknowabi1ity that is India, and 
ultimately for Scott, is life. 
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clusters of old and new buildings: the red, 
tree-shaded Victorian barracks lying closest to the 
road the Studebaker travels on; the newer low 
concrete blocks farther back. But from the road, 
at night, the impression is of space, infrequent 
habitation marked by lonely points of light. (184) 
From the air the complex has some shape, but from the ground, 
the individual must spot lights, marker buoys as it were, to 
construct a course. Scott' traveller describes a similar 
perspective in book two: 
Bridges connect the north to the south bank which 
is less densely populated than the north where 
lateral and tangential industrial development has 
broken the landscape with chimneys taller than any 
minaret. From the air this expansion outwards from 
the ancient nucleus falls into something like a 
pattern. From the ground no pattern can be seen 
(except to the east in the military precision with 
which the roads and installations of the cantonment 
were built by a people who are also gone) and the 
nucleus itself is a warren of narrow streets and 
chowks in which one may too easily get lost and, 
being lost, marvel that anyone could know of a 
short cut to the mosque or to anywhere, let alone 
find it. Here, you might think no experience would 
be long enough to acquire such knowledge. . . . 
(S, 2) 
From the air Scott's intricate landscape maze seems to have a 
pattern, however threatening and difficult to traverse. From 
the perspective of ground level, the task becomes even more 
difficult because location at ground level limits perspective 
and the line of sight. 
At ground level a character may see no farther than an 
immediate roadway impediment. The eye-level landscape that 
Scott's characters, and ultimately the reader, contend with 
includes necessary choices as a result of intersections. A 
T-junction is one such intersection: "The boy made a series 
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of left and right hand turns and Kumar wondered whether he 
was being taken out of his way deliberately, but then—where 
the road they were now travelling on met another at a 
T-junction—he could see a section of arcaded 
shops. . ."(J, 239). T-junctions appear throughout the 
tetralogy. Scott also etches his landscape with forks in the 
road: "The left-hand fork is narrower, darker, and leads 
past open-fronted shops to the Chi 11ianwallah Bazaar"(J, 
118). Another description includes not only a fork, but also 
an idea that the left fork leads to an area off limits to the 
British: 
The arms of the V mounted quite steeply, 
reaching up into the hills behind the bazaar. The 
right-hand fork from War Memorial Square was the 
less steep, but it led finally to the majestic 
heights dominated by the Governor's summer 
residence. The left-hand fork led more abruptly to 
a lower area where rich Indians and minor princes 
owned chalet-style houses. ... (S, 56) 
Not only does Scott trace the ground with forks in the above 
description, but he adds the dimension of height, which 
increases the scope of his set, just as a minaret sticking up 
expands the landscape, making it more than just a flat 
surface. Indeed, Scott establishes a constellation of T and 
V junctions on the ground, but he also constructs a more 
elaborate, basically implicit, network of lines, some 
connecting, some tangential, some traversing: 
Together they galloped along the line of the nullah 
and charged through the gap where the nullah 
petered out a few yards from the road. From here 
she could see the city gate, isolated relic of the 
city wall, and how the road led to it and had come 
diagonally across the waste ground from the palace. 
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They passed through splashes of shade from the 
trees that lined the road, drew level with and 
passed a line of lumbering carts drawn by humped 
white oxen, and then a file of women with baskets 
on their heads. (S, 121) 
Nullah, road, wall, shade, trees, carts, and file of women 
form a random design. The network of lines and implied lines 
that Scott forms resembles some kind of geometric drawing. 
Scott includes a geometrical pattern throughout The 
Quartet in a more explicit fashion. Back at the Nawab's 
guest house after Susan's wedding, Sarah relates the 
following scene with Uncle Arthur: "Perhaps he asked where 
she was because Abdur seemed to invite his glance to fall 
upon, to attempt to penetrate, the darkness of the garden 
beyond the geometrical patterns of light falling upon gravel 
and grass"(S, 229). A similar awareness of geometrical 
patterns echoes throughout the four books. The concern with 
geometrical precision is nowhere more evident than in the 
military: "And then they were out on to the first of the wide 
geometrically laid out roads of a military 
station. . ."(D, 497). Scott includes other descriptions 
which reinforce that military ideal: "The geometrically laid 
out huts showed black against the green and the green itself 
was sparse, trodden"(T, 182). The independent-minded Guy 
Perron speculates on the true efficiency of the military 
system: 
Descending by a broad stone staircase they 
reached the main entrance hall on whose marble 
flags stood a profusion of poles on heavy plinths 
which bore directional signs. None of the officers 
and NCOs passing to and fro glanced at the signs 
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and Perron wondered how long it would take for the 
place to be reduced to a state of hopeless 
confusion if someone ever took it into his head to 
move the signs round. Perhaps no one would ever 
notice. 
(D, 15) 
In the military compound seeming order is not surprising, but 
it also appears in the cantonment, that area the British 
created, segregated from native Indians. As with many other 
towns, "there were two Mirats: The Mirat of palaces, 
mosques, minarets, and crowded bazaars, and the Mirat of open 
spaces, barracks, trees, and geometrically laid out roads 
with names like Wellesley, Gunnery and Mess"(S, 136). On his 
arrival at Government House Nigel Rowan "went through the 
open half-glazed doors out on to an inner terrace, one of the 
four that flanked the inner courtyard: an immense rectangle 
laid out with intricate geometric precision and formality 
with lawns, paved walks, ponds and fountains"(D, 145). For 
all of the predictability of the setting that surrounds 
Rowan, he has difficulty in achieving that predictability in 
the delicate diplomatic missions that he goes on. The 
British attempted to regulate situations by regulating the 
landscape first, but as fixed as the symmetry may seem, the 
angles and lines are "points of a precise but incalculable 
geometry"(J, 183). Regulation does not automatically reveal 
the meaning nor does it map a more appropriate course of 
action. The mysteries and questions of life cannot be so 
simply addressed. Simplistic solutions cannot rein in the 
vastness of India. 
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Scott also uses the notion of geometry at a personal 
level, a level that might provide his characters with a sense 
of security. Sarah Layton, who particulary wants to break 
out of the rectangle of prescribed thinking and behavior, 
nevertheless finds at times some comfort within the family 
circle: "'My family,' she told herself as she entered the 
geometrical pattern of light and the circle of safety. 'My 
family. My family. My family'"(D, 230). On the other hand, 
that geometry can be dangerous in a character like Ronald 
Merrick. Sister Ludmila tells of an incident in which she 
feels that she betrayed Hari Kumar by revealing too much to 
Ronald Merrick: "Behind his eyes there was a smile. And 
everything fitted into place, fitted back into that dangerous 
geometrical position I had had warning of, with Merrick and 
Kumar as two points of a triangle, with the third point made 
this time not by Rajendra Singh but by Miss Manners"(J, 149). 
Any geometry involving Merrick is rigid. He is incapable of 
altering a path according to any information or calculation 
but his own. In that aspect Merrick fits right into the 
narrower aspects of the military mentality, but more 
particularly, establishes his own inflexible geometry and his 
own inflexible approach to life. 
Other characters in The Quartet, however, can adapt and 
navigate through the traps of a "precise but incalculable 
geometry." The one-eyed Dmitri Bronowsky, ironically, sees 
everything and reads those emotional betrayals and habits of 
other characters. In their initial brief encounter. 
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Brownowsky intuits that Ronald Merrick is a homosexual. 
Ahmed Kasim tells Bronowsky "Oh, you are the most dangerous 
man in Mirat. Everybody says so. It goes without saying. 
One risks everything just talking to you. But then you are 
exceptional in every way. . ."(S, 92). Bronowsky grasps the 
meaning of and pieces together the various threads of 
seemingly unrelated incidents. As an astute politician, he 
has charted a practical course of action for the princely 
kingdom of Mirat. Mohammed Ali Kasim, Ahmed's father, is 
another far-sighted individual. In spite of enormous 
personal and external pressures, he sees the course that 
India must take to become a unified polity. On his way to 
prison at Premanagar, Kasim, prevented from knowing his 
whereabouts, rolls out his prayer mat and addresses his 
guards: "I suppose neither of you can tell me which 
direction west is?"(5,22). According to M. M. Mahood, Kasim 
has not lost his moral bearings even though he has lost his 
geographical orientation. Ironically, his guards have no 
idea in which direction west lies(253). Later in The Quartet 
Kasim has a meeting with his son Sayed who had deserted the 
British army to join the INA (Indian National Army). 
Political factions are counting on Kasim's taking up his 
son's side and supporting Jinnah's plan to partition India. 
On his way to the meeting Kasim notes that "the night sky had 
no luminosity"(D, 452). Scott uses this setting to indicate 
that Kasim has his moral bearings, not needing to chart his 
position with the help of the stars. Lady Edith Manners is 
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another who has her bearings. When Sarah Layton first met 
her, she was slightly awed by the woman and told her "What a 
lot you know." Later Lady Manners relates the incident in a 
letter to her friend Lili Chatterjee: 
After we'd finished talking about the book she 
looked at me with the most extraordinary expression 
of envy that I've ever seen in a girl so young. 
She said, "What a lot you know." I laughed and 
said it was one of the few advantages of old age, 
to be a repository of bits and pieces of casual 
information that sometimes come in useful. But she 
said she didn't really mean that, she meant know as 
distinct from remember. ... 
. . ."When she said "What a lot you know" she 
made it sound like a state of grace, one that she 
envied me in the mistaken belief that I was in it, 
while she was not and didn't understand how, things 
being as she finds them, one ever achieved it. (S, 
50-51) 
In spite of her own relative inexperience, Sarah is 
percipient enough to grasp Lady Manners' angelic 
presence(Mahood, 254). 
Ronald Merrick is at the apex of a cast of characters 
who govern their lives by some arbitrary geometry originating 
from some meaningless convention. There are other characters 
who operate according to some fixed expectation, but not as 
rigidly as Merrick. The haughty Mildred Layton incongruously 
goes on missions of condolence to the bereaved wives of 
fallen Indian soldiers; as a colonel's wife, it is her role. 
But the characters who live their lives humanely with 
flexible perceptions are the ones who embody the positive 
values of The Quartet: Bronowsky, Kasim, Perron, and Sarah 
Layton. But then Sarah Layton is one of Scott's very special 
characters. 
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As Scott charts the physical and psychological geography 
of the Raj, he charts very well the character development of 
Sarah. Throughout the four novels, Scott reveals facets of 
her personality some of which are due to inherited traits, 
for instance, strength of character. In forming a composite 
character study, he reveals Sarah's other strengths as she 
gains experience and insight over the course of The Quartet. 
She has setbacks and doubts, but she possesses the psychic 
tools to find her way. 
Sarah is open to her environment and perceives shades of 
difference; she notes subtle changes. At the guest house 
Merrick offers her a cigarette. Sarah replies '"No, thanks. 
Not just now. But you do. It's part of the pleasure of this 
particular time of day. Smelling someone else's tobacco 
smoke.'" Sarah's sensitivity and appreciation are not lost 
on Ronald who notes that she is "very sensitive to 
atmosphere"(S, 217). Not only is Sarah sensitive to nuances 
of the atmosphere, but she is also curious. "Cursed with a 
mind that questioned everything," Sarah does not take much 
for granted: 
. . .1 think I'd say I never saw the importance of 
what I was taught and always felt I wanted to be 
taught quite different things—the sort of things 
no one thought of teaching. I was the kind of 
child who automatically asked why when I was told 
the cat sat on the mat. My teachers said I ought 
to curb a tendency to squander curiosity on the 
self-evident. (S, 184) 
Of course, what others consider self-evident is the purpose 
behind the manners and habits of mind of the group. Sarah 
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does not accept pat answers or half-truths: "She hated 
simplifications, especially those to which her own ideas of 
the complex nature of reality might be reduced"(S, 443). She 
realizes how close she comes to falling into the trap of 
over-simplification. Sarah is always analyzing situations, 
behaviors, and attitudes. For the mem-sahibs she becomes 
something of a cross between an object of pity and scorn. 
The women of the Raj live a narrow life of playing bridge, 
entertaining, and reproducing as much as possible a life 
lived in England. To the women of the compound mentality, 
"there seemed to be something wrong with the girl, something 
complex. . ."(T, 238). Sarah does not accept the pretense, 
and the women worry that she simply does not take "'any of 
it' seriously'"(S, 132). These personality traits help Sarah 
in finding her way and making her own judgements, but she has 
another resource at her disposal. 
John Layton had taught his older daughter an invaluable 
ski 11: 
Her father said that at eye level from the veranda 
of Rose Cottage the closest ground was five miles 
distant as the crow flew. He had worked it out 
with map and compass, sitting where she was 
sitting. That was the time he taught her to 
orientate a map with the lie of the land and take 
bearings to determine a six-point reference on the 
grid. He never taught Susan such things. (S, 330) 
Perhaps he realized then that Susan did not possess the other 
attributes necessary to enable her to use properly the 
orientating skill. But it is Sarah to whom the legacy falls, 
and she uses it well in spite of certain misgivings. Sarah 
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recalls the days when she and her father used to trek the 
hills around Pankot: 
That was the year of map-reading lessons when she 
had been initiated into the mysteries of 
orientation, six point references and compass 
bearings; lessons begun on the verandah of Rose 
Cottage which had a view of the hills and distant 
peaks which he taught her to relate to the 
hatchings and contours of a map pinned to a board. 
. . . He taught her the tewt--the tactical 
exercise without troops--and she had seldom looked 
at a landscape since without being alerted to its 
topographical influence on what was or was not 
militarily feasible to perform in it. But she had 
never grasped as a man could do the points of 
weakness, the conditions that were favourable for 
the daring stroke that spelt success. (D, 130) 
The topographic landscape which Sarah could read translates 
to the landscape of human affairs and encounters which Sarah 
also reads with sensitivity and understanding. Her critical 
eye reveals what is tactically possible in human 
relationships. She utilizes the skill to accomplish what she 
must, in spite of the fact that she cannot use the skill as a 
man can. Perhaps the point is that she can take the skill a 
dimension beyond that which a man can. 
The reader becomes aware of the strength and 
perceptivity that mark Sarah Layton. Two similar encounters 
with Ronald Merrick, a "monster to rank with the Master of 
Ballantrae"(Farrell, 555), mark Sarah as a counter force to 
the blind control that Merrick attempts to exercise 
throughout The Quartet. The group is en route to Mirat for 
Susan's wedding: 
"There's the palace now," Captain Merrick said. 
Sarah heard from her mother a low exclamation that 
could have been one of admiration or of 
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disappointment. For the moment she herself was 
blinded by the vast area of sky and water. 
"You're looking in the wrong direction, Miss 
Layton." His voice was close. . . . "I'm not 
looking in any direction," she said. She raised 
her left hand to shade her eyes. "There's so much 
glare." 
"I was afraid you'd find that, sitting up front. 
I'll tell the fellow to stop, then we can change 
places." 
Sarah shook her head. "No, I can see the palace 
now—." (S, 146-7) 
The group goes to lunch and proceeds a while later on to the 
palace guest house. 
And then, suddenly, they had left the avenue of 
trees behind and were driving alongside the lake. 
Dazzled, Sarah heard his voice: "There's the 
palace now," her mother's low exclamation and then 
his voice again, close to her ear. "You're looking 
in the wrong direction, Miss Layton." (S, 153-4) 
The tension that Scott produces in this episode is 
remarkable. There is a frightening irony in Merrick's 
telling Sarah that she is looking in the wrong direction. 
Merrick cannot see beyond a line that he deems as the sole 
measure of right and wrong. Scott indicates that Sarah 
possesses no super-human strengths, but she can nevertheless 
use the six-point reference to orientate herself. Merrick 
tries to control her, but he cannot. In this situation Sarah 
becomes part of a Merrick triangle with her mother as the 
third point in a social geometry, but she manages to navigate 
her way out of the pale of his influence for the remainder of 
the quartet. In A Division, the culminating volume, the 
reader gets a clear picture of Sarah's orientation from 
Perron's viewpoint: "She drives very well. A bumpy road, 
but a smooth ride. Clearly she was familiar with the 
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route"(536). Later, while riding horses together, Perron 
relates, "I try to catch up but she is by far the better and 
more confident horseman, and she knows the lie of the 
nullahs, which I don't"(574-5). Earlier in The Quartet. 
Sarah was not sure whether to stay and grapple with the 
mystery of India or to return to England, but because of her 
sharp and sensitive perceptions, she finds her place in 
India. 
Scott supplies points of reference along the way in The 
Quartet which aid in deciphering one's locus in relation to 
certain geometrical patterns or topographies, points on which 
to orientate oneself. One of the reference points is a 
warning of a two-fold nature: one prescriptive; one 
prescriptive. Ronald Merrick is the former in that he is a 
point to be avoided at all costs. Sarah visits Merrick in 
the hospital after he had been injured during his 
unsuccessful attempt to rescue Teddy Bingham, Susan's 
husband. While there, Sarah thinks about how Merrick makes 
her uncomfortable: 
A new disturbing element of uncertainty stirred 
her. It caused her to press again with her feet on 
the floor and with the small of her back into the 
uncomfortable upright chair, so powerful was that 
sensation of not wishing to be drawn towards that 
central point of reference that was in Merrick, 
that was Merrick. (S, 414) 
Sarah senses that Merrick is "our dark side, the arcane 
side"(S, 415). Merrick is a marker buoy for a dangerous 
shoal. Barbie Batchelor, the retired missionary, also has an 
unsettling encounter with Merrick when she returns to Rose 
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Cottage to collect her trunk. In this psychologically and 
seemingly spiritually charged episode, Merrick presents his 
ideas on life and the Kumar incident to Barbie(T, 365-80). 
Barbie then embarks on her hellish descent from the mountain 
in an overloaded tonga. As she careens down the slope she 
has a flash of insight: "She knew that God had shone his 
light on her at last by casting first the shadow of the 
prince of darkness across her feet"(T, 381). In contrast to 
her physical descent, Barbie is making a kind of spiritual 
ascent by virtue of having seen the point of reference that 
is Merrick: "Ah, she said, falling endlessly like Lucifer 
but without Lucifer's pride and not, she trusted, to his 
eventual destination. My eyeballs melt, my shadow is as hot 
as a cinder—I have been through Hell and come out again by 
God's mercy"(T, 382). Merrick is that character that 
threatens psychic and spiritual dangers. 
In contrast to Merrick is Mabel Layton. In spite of her 
seeming retirement from society, she is a comfort: "when a 
real pinch came. . . Mabel could be relied on. She was a 
point of reference. You could not embrace her but you could 
lean against her and if you ever did so perhaps you would 
find that she was a shelter too, because she stood firm, and 
cast a shadow"(S, 333). Mabel stands also as a marker 
somewhere along a time continuum. She represents, in a way, 
the days when the British ideals for India were clear, 
untarnished. Mabel donated money to Indian victims of the 
Jal1ianwallah Bagh massacre in response to solicitations to 
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aid General Dyer, the one responsible for the massacre.3 
Her sensitivity to the Indian viewpoint marked her as a 
traitor to the British interests. Following the death of two 
husbands and with the Jal1ianwallah Bagh incident behind her, 
Mabel faded away: 
Her withdrawal was accepted with feelings that lay 
somewhere between respect and regret; which meant 
that they were fixed at a point of faint 
disapproval, therefore seldom expressed, but when 
they were, an idea would somehow be conveyed of 
Mrs. Layton's isolation having a meaningful 
connexion with an earlier golden age which everyone 
knew had gone but over whose memory she stood 
guardian, stony-faced and uncompromising; a bleak 
point of reference, as it were a marker-buoy above 
a sunken ship full of treasure that could never be 
salvaged; a reminder and a warning to shipping 
still afloat in waters that got more treacherous 
every year. (T, 24) 
Mabel is a point of reference that becomes an uneasy 
conscience for the group; she is a reminder that some kind of 
positive action need be taken. But at a personal level, 
Mabel is also a point of reference for Barbie Batchelor. 
Barbie watches over Mabel, but when Mabel dies, the last tie 
with some kind of solid value dies, something for Barbie to 
hang on to, and she simply unravels. As Barbie fades away in 
her last days in the hospital, she sketches "a point of 
reference. A minaret"(T, 383). Beyond the minaret vultures 
circle in the sky, marking the towers of silence where the 
vultures pick clean the bones of the Parsees. This point of 
reference is one of Scott's three-dimensional points and 
carries political significance here. This point, through 
Barbie's eyes, marks the death of the Raj. 
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In comparison with the reference which acts as an 
historical marker for an era, Scott shows his concern with 
events that center on an individual. This type of reference 
marks change in a character, shows that experience alters 
one's outlook, perception. Sarah visits a location for the 
first time, but one she had always known was there: "I'd 
never been to the old dak bungalow before. There had never 
been a reason to—even as a child. It was too close to home. 
. . . The dak bungalow (open in those days, now declined, 
neglected) had been a point of reference in a familiar 
landscape. From it I now had a view of Pankot new enough to 
make the place look oddly unfamiliar"(D, 376). This point 
marks a time in Sarah's life when she resolves to make a 
break with the claims of home ties. Her own reorientation 
changes the effect of the scene before her and her position 
in regards to the existing geometrical arrangements of others 
around her. 
Scott has constructed a literal landscape and a 
figurative landscape with patterns, designs, and markers. 
Through the agency of John Layton, Sarah learns to maneuver 
through some obstacles and stay clear of others. Some of the 
markers show the way. Through the course of The Quartet. 
Sarah changes and develops. The "too complex" Sarah 
searches, questions, readjusts her ideas according to her 
sensitive perceptions. She adapts to changing conditions 
without endangering her own principles. Sarah has something 
in common with the characters of James and Chekhov who "find 
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themselves in the relative flux of changing relations. They 
eventually realize that only through a geometric redefinition 
of their relationship with the kaleidoscopic environment can 
they begin to reshape their own identity"(Stowell, 37). In 
sharp contrast is Ronald Merrick who rigidly stays within the 
arbitrary lines that he has constructed. His inflexibility 
prevents him from accepting his own sexual nature. And it is 
that nature that tempts him to cross over the line that he 
himself has drawn, over a line to his violent death, an event 
discussed in Chapter III. In contrast to Merrick who is 
unyielding in the "relative flux of changing relations," 
Bronowsky, Kasim, Lady Manners, Sister Ludmila, Daphne, and, 
of course, Sarah have learned to piece together fragments of 
information to form comprehensive and realistic judgements. 
They have diagnosed the ills of the Raj, the ills of faulty 
human ideals and relationships as they intricately navigate 
through life. 
Chapter III: Labyrinths 
In this monumental work. The Ra.i Quartet. Paul Scott 
creates lavish and complex settings. He uses his camera eye 
to zero in on faithful details of decor that tell much about 
the India and Anglo-India of the day, but also much about the 
inhabitants of the spaces or much about their character as 
they pass through those spaces. Scott wrote radio plays, and 
he wanted to write for the legitimate stage. He creates very 
strong visual images with his "sets." Scott thought that 
"every page should be in a proscenium arch: Well lit, 
dressed, directed, spoken, filled with action"(Rao, 128). If 
the plain of the Punjab is mysterious and unyielding in its 
vastness, his interiors are the same because of their 
intricacy. His settings encompass risk and chance because 
often his characters do not have clear ideas as they move 
through the corridors and passageways, walking by closed 
doors, as to what might await them at the center of the 
labyrinth. Some are already at the center and cannot find 
their way out. His settings work at two levels: as a 
realistic portrayal of a place and time, and as a kind of 
test course for his characters. Sometimes a horror awaits at 
the end of the path as in the case of Barbie Batchelor or in 
the case of Sarah Layton, a fulfillment. 
Sarah's labyrinthine adventure begins appropriately in 
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steamy Calcutta. Having visited Merrick in the hospital, she 
returns to her Aunt Penny's and Uncle Arthur's flat for a 
dinner party. Major Clark and the others accompany Sarah on 
a night on the town, to the Grand Hotel. The approach to the 
hotel is a long walk "through a shopping arcade"(S, 431). 
The uncrowded reception hall is at the end. Sarah dances, 
not to her satisfaction because "she had never been much good 
at talking and dancing together"(S, 431). The dance floor 
fills cutting off Sarah's view(S, 435). Clark eventually 
gets rid of the others to Sarah's slight apprehension, and 
she and Clark are off to Mira's. Sarah continues her odyssey 
in a taxi: 
The taxi had increased speed. The road was 
ill-lit. . . . After a while the taxi took a road 
to the left, over a humped-back bridge. . . . 
They drove for another ten minutes, reached a 
crossroads marked by stalls and huts. Crossing 
another humped-back bridge the driver had to brake 
sharply to avoid a stray waterbuffalo. . . . 
. . .Ahead there was a low stucco wall. They 
turned into it and through a gateway. (S, 438) 
Sarah finds herself meandering through unfamiliar territory 
with a man whom she finds slightly repulsive but also 
attractive in a coarse way. Crossing the bridges between 
inexperience and experience, she continues her adventure into 
uncharted areas: 
She climbed the few steps, smelling incense, but 
did not cross the threshold into the narrow hall in 
which she had a glimpse of curtained doorways 
guarded by a sleepy Buddha and agile Indian Gods 
cast in bronze. . . . 
. . .Clark led her through one set of curtains 
into a square room equipped like a bar. . . . 
. . .Again he took her elbow, guided her through 
another curtained doorway into a room that 
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surprised her by its length. Ceiling fans whirled 
sluggishly, wafting unfamiliar perfumes. (S, 439) 
Sarah the straight arrow finds herself in a provocative 
situation. The one who usually leads herself is being led. 
Clark's plans for the evening are obvious to the reader, and 
they are not lost on Sarah either even though she is a 
neophyte in sexual encounters. Sarah and Major Clark spend 
some time in verbal sparring on the Indian situation. Clark 
gets around to shocking her with "you're still a virgin, of 
course, aren't you?"(S, 449). This blunt question gives rise 
to Sarah's recalling all the platitudes she has heard about 
the single woman and sexual activity. The musicians who had 
been playing are ready to resume, and Clark thinks it an 
appropriate time for Sarah to "freshen up": 
She followed Mira into the bar, through into the 
hall, then a passage, and up a staircase that 
turned twice. They came out on to a gallery whose 
barred windows were unshuttered and admitted the 
warm mulchy smell of the Bengal night. The gallery 
turned at right angles and continued along the 
length of the side of the house. ... At the end 
of the gallery she turned in at an open door. 
Sarah followed and paused—astonished at the room's 
opulence. A double bed, raised on a wide but 
shallow dais and enclosed by a white mosquito net 
hung high and centrally so that the effect was of a 
regal canopy, was its main focus. (S, 451) 
This somewhat exotic setting is not quite so exotic or out of 
place in the sensuous east. 
Sarah of the "formidable, bony, yearning name" finishes 
her task in the opulent bathroom and continues through the 
maze: 
She reached for doorhandle and light-switch, 
intending to flick the one after opening the other. 
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but when she opened the door a whole field of 
darkness faced her. She stood arrested by it and 
by the notion that darkness always contained 
dangers and presences. . . . 
. . .Momentarily she was without a sense of 
direction. She felt along one wall, searching for 
another switch. . . . There was no switch. But 
she had her bearings. The five-mile hill, the 
five-mile door. Over there, she told herself; and 
was rewarded then by the suddenly visible pale 
strip of light marking the boundary of bedroom and 
gallery. She walked towards it, and stopped. 
"Your're going the wrong way," he said. "I'm 
over here." (S, 453) 
Sarah might have her orientation in regards to the layout of 
the room, but she does not have her bearings in relation to 
Major Clark's intentions. He catches her off guard: "His 
voice came from behind, from some intensely organized, 
centralized point of reference. " What can Sarah do with a 
point of reference she feels so ambivalent about? Usually 
she has more experience with interpreting her references. 
Aware that Clark has given her the key to the door he locked, 
she vacillates between leaving and staying. Clark tells her 
that "potentially you're worth twenty Aunt Fennys. But the 
thinking and the toughness aren't worth a bag of peanuts if 
you lack joy. And that's what Aunt Fenny has that you 
haven't. Joy'^S, 457). Sarah decides that using the key 
would be entering "a prison of a kind"(S, 458). With this 
experience Sarah comes into "her body's grace," as she puts 
it, and although there is no love bond between her and Clark, 
the experience is both physically and psychologcally 
satisfying. Weinbaum writes that "a person who is forever 
trying to fill other people's needs, Sarah is herself 
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completed by physical love"("Defenses," 85). Sarah's journey 
through the labyrinth leads her, in her intense desire to 
break away from a received life"(D, 616), to a new level of 
experience and understanding. Part of that received life is 
the unreal world that the Anglo-Indians surround themselves 
with: wives of military officers exist within the bounds of 
the exclusionary social club; Aunt Fenny Grace, Mildred 
Layton's sister, lives in an hermetically sealed apartment. 
Sarah has another liberating experience as an outgrowth 
of a passage through a labyrinth with Guy Perron. Perron is 
about to leave India, to get out of the army. Sarah in her 
capacity as a corporal has processed the paper work and has 
made travel arrangements for Perron. She stops by his 
quarters, across from the Summer Residence. Since no one had 
shown him the place, Sarah does. Scott takes the reader 
through the passageways: 
Stairs, corridors; doors opened by keys obtained 
earlier for a consideration from the ancient 
chaukidar who was lost below in a dream of opium 
and the vanished splendour of which he was the 
guardian and we no more than observers. . . . She 
moved through the Summer Residence like a visitor 
who had been before and had little to gain except 
the satisfaction of her companions's curiosity, 
which was minimal, overridden by preoccupation with 
the way she walked through this maze of imperial 
history, or stood revealed by the chance falling of 
light and shade, responding to changes in the 
pressures that different rooms imposed on her 
recollections which seemed to be of a time she no 
longer recognized as 
real. (D, 348-49) 
Perron and Sarah make love in the Moghul Room. As the key in 
the earlier episode with Major Clark led to unlocking a 
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physical prison, the chaukidar's keys in this encounter lead 
to unlocking the prison of memories for Sarah. She had spent 
summers here in the glow of parties and balls of the Raj. 
Now she has her own experience in that setting, independent 
of those external formulas. She is constantly moving away 
from a received past, moving into her own reality. 
In contrast, for Merrick reality is in drawing a line: 
But it's essential, isn't it? You have to draw a 
line. Well, it's arbitary. Nine times out of ten 
perhaps you draw it in the wrong place. But you 
need it there, you need to be able to say: There's 
the line. This side of it is right. That side is 
wrong. Then you have your moral term of reference. 
Then you can act. You can feel committed. You can 
be involved. Your life takes on something like a 
shape. It has form. Purpose as well, maybe. You 
know who you are when you wake up in the morning. 
Well sometimes you can rub the line out and draw it 
in a different place, bring it closer or push it 
farther out. But you need it there. (S, 224) 
Merrick's line seems simple and straightforward, but the line 
forces him to descend into a labyrinth from which there is no 
escape. Heretofore, Merrick has submerged his feelings of 
inferiority and his homosexuality. Patrick Swinden notes 
that Bronowsky sees that Merrick found peace after his first 
"physical homosexual relationship"(90). Even though he found 
the experience satisfying, it was a torturous revelation; he 
had crossed over the line he had so assiduously drawn. He 
had become one of the very things he hated and feared. 
Swinden writes that 
Ultimately, for Merrick, the lines he draws create 
temptations to press beyond them, which must 
eventually result in his disgrace or death. That 
is the real reason he insists on boundaries. 
Without boundaries chaos would be the essential 
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principle of life. With them, he can create the 
chaos, the damage, the destruction that is the true 
ruling impulse, the subconscious purpose of his 
existence. (92) 
Teddie Bingham's initial association and sharing quarters 
with Merrick foreshadows that death: 
The other, empty, bed in Teddie's room had begun 
to make its presence felt. A plain wooden charpoy 
like his own, its mosquito net, folded up, was 
taped to the four bamboo poles tied to its 
legs. . . . 
In Mirat the rain was incessant. Violent storms 
were nightly visitors. They woke Teddie up. The 
empty bed seemed lit by St. Elmo's fire; it rode 
the night rock-firm, half-ship, half-catafalque. 
(T, 111-12) 
After having learned of Merrick's death while staying at the 
guest house adjacent to the house where Merrick lived on the 
Nawab's palace grounds in Mirat, Perron has a vision similar 
to Teddie's: "The shrouded bed looked like a catafalque. 
There was a sudden flash of lightning that lit the bathroom 
and momentarily distorted the shape of the bed"(D, 521). 
Earlier, after Susan's wedding, Bronowsky's cross-examining 
Merrick seemingly forecasts Merrick's death. Bronowsky tells 
the tale of a man he had appointed to a judgeship: 
He died peacefully in bed, but was once the victim 
of what the newspapers of my youth would have 
described as a murderous attack by a couple of 
ruffians who set on him in the dark as he walked 
from my house to his. I often warned him of the 
danger for a man in his position of walking alone 
at night, in a usually deserted road. (S, 189). 
In his oblique way, Bronowsky is warning Merrick, who 
eventually falls prey to such an attack. 
Even Merrick's taste in art portends his death. In the 
early stages of The Quartet when Daphne Manners had dinner 
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with Ronald at his bungalow, she especially commented on two 
prints of Henry Moore's drawings of people in the 
undergrounds during the Blitz. John Russell, art historian, 
writes concerning his view of the drawings: 
Moore was spellbound by the fact that these 
thousands of people were lying helpless, deep in 
the earth, while things were done to them. The 
dreadful passivity of the scene was what lingered 
in his mind, and when he came to make the drawings 
the people in them looked as if each had a 
winding-sheet, not a blanket. Seen in close-up, 
individual heads were nearer to Gericault's 
mortuary studies for the Radeau de la 
Meduse. . . . (81) 
Throughout his career, Merrick has chosen his victims: he 
has terrorised Hari Kumar; he has exploited Susan Layton 
Bingham; he has blackmailed Pinky; and he has attempted to 
subjugate Perron. Swinden observes that "Merrick is the last 
in a long line of Scott's characters who take a sadistic 
delight in totally dominating and humiliating those whom they 
select as their victims"(86). It is Perron, who near the end 
of The Quartet, walks into Merrick's compound, into the core 
of the labyrinth: "He went out into the compound. . . . 
Beyond the tree a gate between the two compounds which he 
hadn't noticed before stood open." Little Edward Bingham, 
who has been playing ball, spots Perron and takes him to his 
own room, a diminutive of Merrick's. The boy takes Perron 
farther: 
"Reluctantly, Perron followed him to a closed 
door. The boy opened it, put his head out and 
listened. The silence coming from the other side 
was peculiarly oppressive. . . . 
Edward pattered across the hall on his bare 
feet, entered a room whose door stood open. . . . 
. . .Slowly, Perron approached the wide-open 
doors, uncertain what to do. The doors were double 
and from the threshold he could see that the room 
was a bedroom, but a very large bedroom dominated 
by a bed which was centrally placed, raised on a 
stone stepped dais. (D, 525-26) 
The scene is set as if for a state funeral, the catafalque 
centrally located. Merrick's own repressive actions 
eventually had turned on him as he was killed in his bed by 
an Indian attacker, never positively identified. All through 
The Q.uartet Merrick has been subtly harassed by unknown 
persons because of his abuses in the Kumar affair. In A 
Di.yision a number of young boys have been sent to lure him 
into a sexual encounter and then take vengeance on behalf of 
Hari Kumar and all other persecuted Indians. Merrick becomes 
a victim of the very racism and sadism he has fostered. His 
death seems tragically appropriate. 
Guy Perron has his own particular labyrinthine 
challenge. Perron's duties station him in Bombay where his 
first assignment takes him to a party to see if he can detect 
any possible breaches in security. Having arrived at the 
Maharanee's by taxi, 
Perron entered the building and went up in the lift 
to the floor indicated by the board which gave flat 
numbers and the names of occupants. . . . 
He pressed the bell. . . . The door was opened 
abruptly by a young Indian girl of gazelle-like 
charm. . . . 
Perron stepped inside. . . . 
In the hall—the top end of a long wide passage 
with doors leading off from either side of 
it. . .—the girl took the package from him and put 
it together with the envelope on an ebony table on 
which a heavy and thick-ankled Shiva danced in his 
petrified ring of fire. (D, 35) 
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Assigned to the army's intelligence branch, Perron has his 
work cut out for him here. In unfamiliar territory, Perron's 
only aid for the evening comes from the board at the 
entrance. Once inside, Perron is presented to Airnee, the 
Maharanee, introduces himself, and makes a presentation of 
the rare bottle of Old Sporran from Purvis, whom Perron 
replaces for the evening. He is in disguise, and wants to 
explain to Aimee who he really is. He sees his subterfuge as 
irrational: "But, leaving the room, closing the door and 
facing the long cluttered passage of more closed doorways he 
re-accommodated himself to the masquerade. . . "(D, 40). He 
encounters Sarah Layton whom he had briefly met only that 
afternoon. Naturally, she notices that he is in a different 
type of uniform from the one he had worn earlier in the day. 
A variety of Indian women and British soldiers attend the 
party, along with Bronowsky, Ahmed Kasim, and Merrick. 
Merrick asks Perron if he sees anything unusual about the 
guests. Perron replies that it is a bit noisy, and the other 
ranks are mixing with officers. Merrick says "I begin to 
wonder about your powers of observation, sergeant. The two 
white girls in sarees who have just gone into the ladies's 
room—one of whom made a pass at you—are boys, probably 
airmen. The three Indian girls giggling on the sofa there 
are also boys. . . "(D, 63). The appearance of the situation 
is not the reality. Even Perron, an intellectual by trade 
before the army and a field security officer now, finds 
difficulty in making sense of these circumstances. 
The very complicated facades of the dying Raj are 
equally difficult for Perron to penetrate. Perron has 
adventured into a most misleading maze at the Maharanee's. 
He had thought the Old Sporran a most satisfactory gift. She 
has different feelings after having tasted it: "Who but 
people with depraved tastes could drink such disgusting 
stuff?"(D, 67). By virtue of his ethnocentrism, how easy it 
is for Perron to assume that Aimee will delight in the 
whiskey. In a similar way many British think that the Indian 
should delight in the presence of the imperial British. 
Furthermore, many British in the army are amazed at the 
defections of the Indians to the INA, the attitude being "how 
could they be so ungrateful?" Many see the British presence 
in India as for the good of the poor Indians, not realizing 
or admitting that it is for their own good. Perron, a 
basically perceptive individual, does not account for 
differing tastes. At the heart of his maze is a key to the 
very complicated situation that is India. 
Horror is the destination for Barbie Batchelor as she 
negotiates the pathways that lead her through her three 
labyrinths. Barbie like the British in India has lost her 
"moral purpose and self-definition"(Weinbaum, Scott's India," 
101). Barbie has begun to fear an "imaginary silence"(T, 
175), which causes her to be acutely aware of her impending 
separation from Mabel Layton. The fear of being alone 
characterizes Barbie's first labyrinth, the beginning of her 
mental dissolution. Barbie and Mabel Layton go to the 
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Regimental Mess for a party to celebrate Susan's marriage. 
Barbie feels ill at ease because she is not used to parties, 
so she wants to stay close to Mabel. Not long after they 
arrive at the mess, Mabel is surrounded by a crowd. Barbie 
tries to keep sight of Mabel's scarf and hat: "There were 
glimpses to be had of the felt hat and the chiffon scarf. 
They formed a point of reference. Her eye continually sought 
it'(T, 184). Then she realizes she no longer can spy the hat 
and scarf; the chair is empty where Mabel had sat. Barbie 
goes to search for her on the verandah. She does not find 
Mabel: 
Having walked its length Barbie re-entered the 
ante-room through the open door used by the 
contractor's servants. From here she had a clear 
view of the still empty chair. She moved through 
the narrow passage between the straight line of the 
wall and the uneven line of backs and elbows. . . . 
Her hand rested on a door. At waist level there 
was a brass knob that looked gaunt. She grasped 
it, turned and thrust. The door was very heavy. 
Passing through the opening she pushed it to behind 
her and was surprised to find it lighter in the 
closing than the opening. It banged. 
The sound echoed down the long corridor in which 
she now stood. ... A door at the other end 
seemed a great distance away. . . . 
A few paces ahead, on her left, there was a wide 
arched recess with a pair of mahogany doors set in 
it. One of them was half open. She was still some 
distance from the closed door at the end of the 
corridor. . . . She strode the last few paces, 
pushed the door further open and entered. (T, 
189-90) 
All the while Barbie searches frantically, she thinks that 
Mabel has abandoned her physically. She at last sees Mabel 
as she enters the final chamber and is not relieved: "I have 
lost her, Barbie thought. Mabel had not wanted to come but 
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having done so she had been unable to resist the impulse to 
enter the inner sanctuary of the world from which she had cut 
herself off and, having entered, the associations had proved 
too powerful (T, 191). Mabel stands before a case that holds 
the regimental silver, the silver which to her represents a 
delusion. The silver is a proud symbol of regimental 
dedication, the glory of the Raj. For Mabel the glory 
evaporated at the Jal1ianwallah Bagh massacre. All the rest 
is pretense now. When Mabel sees Barbie standing there, she 
very calmly asks, "Is it time for us to go. Barbie?"(T, 
191). Barbie's near panic is in stark contrast to Mabel's 
quiet resolve. The two leave the party, and it is later in 
the evening that the burden of hopelessness begins to descend 
on Barbie. She is listening to a voice that says "Nothing 
can bring you peace but the triumph of principles." For the 
missionary whose faith is faltering, who feels unneeded, that 
message is devastating: 
She cried out involuntarily, stood up, pushing 
back the chair. She went towards the mat and then 
began to tremble because she could not quite reach 
it and in any case her knees would not bend. She 
seemed fixed in this proud and arrogant position. 
Her jaws were locked too, her mouth still open as 
if to allow the cry to come back in. She could not 
remember what her principles were. (T, 193). 
And the Raj can no longer state what its principles are. 
Actual physical separation from Mabel because of her 
death and stark aloneness mark Barbie's second labyrinth. 
What she had feared before has now come to pass. Because she 
is alone, Barbie's mental state becomes shakier. Not only 
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has she lost her friend, her point of reference, but she has 
lost her employer. Because she had been a live-in paid 
companion to Mabel, she lost her home as well. Mabel dies 
shortly after telling" Barbie that she will get to Ranpur only 
when she dies, to be buried next to her husband. Barbie 
accepts that as Mabel's firm desire and is crushed when 
Mildred insists on burying Mabel in Pankot. Barbie must see 
Mabel before the burial, so she goes to the hospital 
accompanied by her friend, Mr. Maybrick. She fabricates a 
tale about the need to make identification, and the nurse 
sends an escort: 
She followed the chaprassi through into a 
corridor and found that Mr. Maybrick was 
accompanying her. . . . 
. . .The chaprassi indicated a flight of steps 
leading to basement level. On the half-landing 
there was a directional sign. It said: 
Mortuary. . . . 
. . .The basement corridor was low-cei1inged and 
very hot. . . . 
The chaprassi opened the door. (T, 226-27) 
The attendant ushers Barbie into the room to see Dr. Lai, who 
will see to her request: 
He went towards a door, then came back, moved a 
chair a few inches from the wall. "Please sit." 
She did so. He opened the door and went 
through. . . . She got up, opened the door he had 
gone through. The corridor on the other side of it 
was narrower and lower than any she had been in 
this evening. But chill. At its end there were 
closed double doors flanked by fire extinguishers. 
In each door there was a circular window. . . . 
. . .She walked silently to the doors and opened 
them .... (T, 228) 
The sight sends Barbie reeling. The corpse with eyes wide 
open looks right at the doorway, at Barbie. She feels that 
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she has an authentic vision of hellCT, 229). The worst 
thought for Barbie is her inability to have Mabel buried in 
Ranpur, as Barbie sees it, a serious breach of promise even 
though no real promise had been made. Barbie feels that she 
has failed miserably. In a similar way, the British have 
failed in keeping their promises concerning India. At a 
political level the history of the treatment of India and 
Indians by the British had been one of broken promises: the 
Defence of India legislation; the partition of India in the 
creation of Pakistan; discrimination against Indians in the 
army and the civil service; racism; the precipitate 
withdrawal of the British in 1945. Weinbaura states that 
Barbie is the "most explicit, sustained symbol of the British 
in India" in The Quartet("Scott's India," 107). In her 
promise to Mabel, she represents the higher intentions of the 
British regarding India; she is unwittingly able to keep her 
promise just as the British were perhaps unwittingly unable 
to keep their promises to India—promises that were too 
unrealistic. 
Barbie's third journey into a labyrinth takes her to a 
larger vision of hell than even the mortuary. She had given 
Susan a set of apostle spoons for a wedding gift. Mildred 
Layton, Sarah's and Susan's mother, despising Barbie more and 
more, returns the gift. Thinking that it would do honor to 
the regiment, Barbie decides to donate them through the 
office of Captain Coley. On a miserable, rainy day, not 
finding him at headquarters, she embarks on a trek to locate 
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Coley's house with the aid of some soldiers who give her a 
ride. At a cross—roads marked by military signposts the 
driver turned left. This road after a while became 
tree-lined. . . . There was no bungalow visible, only a dirt 
track leading off to the left throught a kind of copse"(T, 
294). Thus Barbie begins going through the labyrinth on her 
way to Coley's. Dropped off at her destination, she sees a 
board with Coley's name printed on it: "Under the name an 
arrow pointed up the track or would have done so had the 
board been straight. Its tilt directed the arrow downward 
into the mixture of gravel, pebbles, earth and mud and 
tyre-marks which made up the track's surface"(T, 296). She 
makes her way along the track to her hellish vision: 
The track curved and came to an abrupt end: 
a corrugated iron shed, a garage. To the right a 
gateway without a gate opened on to steps of 
rough-hewn stone that led up into the copse. . . . 
The path had brought her within a few feet of 
the front verandah steps. The verandah was narrow. 
From where she stood she could see the padlock on 
the hasp of the closed doors. Eden was unoccupied. 
But perhaps round the back she would find a servant 
capable of being roused. ... At the back of the 
bungalow she found a small grassed compound, a 
servant's hut, also closed and padlocked, and an 
open-sided byre in which a tethered goat was 
munching vegetable stalks. (T, 295-96) 
Coley is not a prominent figure in The Quartet by his 
presence, but Scott clearly shows the reader what kind of 
person Coley is. The creation of this setting tells much 
about Coley: the arrow pointing down; the desuetude; the 
goat; a byre, an animal shelter, but sounding like "bier" 
appropriately, for Coley is the embodiment of the death of 
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idealism. He is a lecher, hanging around while the men and 
husbands are off on military duty. 
But Barbie undaunted still, continues: "She hesitated 
before climbing the steps to gain the temporary shelter of 
the back verandah, then went up stealthily, conscious of 
trespass during the occupier's absence"(T, 296). The windows 
are shuttered, but eventually she notices that the narrow 
door is open. She cautiously opens it, goes in, calls to 
Coley, wants to call again, but "the interior was dark and so 
hot it seemed to suck the breath out of her lungs. . ."(T, 
297). There is no response to her call from inside: 
"Captain Coley?" she said again and something 
folded her in its sticky arms and drew her into the 
interior: not the creature but its keeper. It held 
her for a moment and then was not there and the 
illusion of hot darkness was splintered. Her flesh 
tightened, attacked by frosty particles of fear, 
the shuttered bungalow was filled with subterranean 
light and at its centre the creature was imprisoned 
in a room divided from the one she stood in by 
swing ornamental shutters. . . . She was drawn to 
them by the creature's moans and cries until she 
stood in a place where over the top of the shutters 
she saw in the gloom the creature herself, naked, 
contorted, entwined with another, gaunt and male 
and silently active in a human parody of divine 
creation. (T, 297) 
The sight of Mildred and Coley copulating is not as 
horrifying to Barbie as the total lack of tenderness or 
caring. Mildred is a cold, compassionless creature, who 
drinks to hide her emptiness. The situation at the center of 
this maze calls to mind Yeats' beast slouching towards 
Bethlehem. Barbie sees that "everywhere/ The ceremony of 
innocence is drowned;/ The best lack all conviction, while 
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the worst/ Are full of passionate intensity"(131). She sees 
a world bereft of love, of real human compassion, of 
commitment to ideals. 
The experience of Barbie's third labyrinth carries her 
further along into her mental breakdown. Each of her mazes 
has had an accumulating effect that only increases her 
despair. Her total experience culminates when she comes face 
to face with Merrick at Rose Cottage. She has met Satan and 
has triumphed spiritually even though at a great cost. 
Having lost her mind and having been hospitalized. Barbie 
dies in an institution. The attendants find her "eternally 
alert, in sudden sunshine, her shadow burnt into the wall 
behind her as if by some distant but terrible fire"(T, 386). 
At the heart of each of these mazes is some kind of 
revelation concerning the character involved, a view of the 
British situation in India, or Scott's ideas on human values. 
Sarah comes through her labyrinths and finds liberation. 
Ronald Merrick is inexorably drawn to a violent death; he 
could never liberate himself from his rigid boundaries. 
Perron, an intellectual, discovers the puzzling problems that 
India presents and finds no pat answers. Barbie Batchelor's 
series of labyrinths become nearly a maelstrom, sucking her 
into madness. Nonetheless, spiritually, she comes out into 
sunlight. If tracings were made of the movements through 
these intricate passageways, something of a random design or 
geometric pattern would emerge. But the right turns, the 
left turns, the straight movements create designs that merely 
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record human activity. Scott is not implying that this 
geometry restricts or predicts. Behind each door there is 
something unknown, as in Stockton's "The Lady or the Tiger." 
Although life is not haphazard, Scott does not rule out an 
element of chance. And although certain aspects of life are 
ordained such as condition of birth, he certainly does not 
rule out independent decisions. 
Chapter IV: Utility 
Despite the enormous scope of The Quartet, the broad 
philosophical issues and complicated historical backdrop, it 
is nevertheless primarily about people. Scott addresses the 
mundane, practical matters of everyday life. For instance,in 
The Quartet and in his earlier works he focuses on people at 
work and the importance of work in contributing to a 
satisfying, meaningful 1 ife(Swinden, 6). Of all the women in 
the tetralogy, Daphne and Sarah are the ones who work, who 
feel that they are making some kind of contribution. Scott 
is very much concerned with day-to-day practicalities. With 
Scott's concern with the practical, it should come as no 
surprise that the w.c., or water closet, or bathroom, is the 
setting for many intimate, individual dramas to be played 
out. 
Early in The Quartet, the traveller, who has come to 
India to see what has happened there, visits the MacGregor 
house to see Daphne's surroundings and to try to put her into 
some kind of context. Lili Chatterjee shows the traveler 
Daphne's quarters. He moves from the bedroom to the 
bathroom: 
The bathroom is long and narrow. . . . The 
porcelain pedestal whose cistern, high up, is 
activated by one's pulling like a bell ringer on a 
long chain whose pot handgrip, moulded to the shape 
of the palm, emphasises the luxuriousness of a 
64 
comparatively rare machine. The porcelain tub is 
as big as an artificial lake, empty at this moment 
as if drained for an annual scraping. Its webbed 
claw feet are those of some dead, amphibious 
monster sentenced to support it like Atlas 
supporting the world. The immense brass taps 
suggest twin flows of piped-out water of ships's 
pump velocity, but only the cold tap works. . . . 
The bathroom is airless. There is no fan and only 
one window high up above the lavatory pedestal. At 
the opposite end of the bathroom--fifteen paces on 
bare feet across lukewarm mosaic that is slightly 
eneven and impresses the soles with the not 
unpleasant sensation of walking over the atrophied 
honeycomb of some long forgotten species of giant 
bee—there is an old-fashioned marble-topped 
washstand with an ormolu mirror on the wall above 
it, plain white china soap-dishes and a white jug 
on the slab; beneath the stand a slop-bowl with a 
lid and a wicker-bound handle. Here too is the 
towel-rack, a miniature gymnastic contraption of 
parallel mahogany bars and upright poles, hung with 
immense fluffy towels and huckabacks in a 
diminishing range of sizes, each embroidered in 
blue with the initials LC. 
Returning to the other end, literally 
ascending the throne which is mounted on a broad 
dais anciently carpeted in the deep blue red of 
mouldy cherries, the splendour of the paperholder 
fixes the attention. Here are lions, gilt-maned, 
gilt-faced, each holding in its gilt jaws an end of 
the bracket which supports the roll of buff, 
wood-chip austerity paper. The jaw of the nearer 
lion (and presumably that of its mate on the other 
side) adequately receives the ball of the little 
finger. Its head is as large as a clenched fist, 
so large that its cheek rests almost upon the cheek 
if its gilded counterpart. The effect is of two 
big cats grinning over the simple duty they have to 
hold, in readiness, something that is required for 
a cat-like but, because of the paper, ridiculous 
human function. (J, 92-93) 
For a place as usually functional and simple as a bathroom, 
this description takes on something of epic proportions. But 
for the traveller who has come "to see," the reliquary 
quality of this room highlights the notion of some former 
activity, something inconsequential in itself, but a part of 
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a network of incidents that as a whole becomes significant. 
There is an air of unreality to this place, just as there had 
been an air of unreality about Daphne, her affair with Hari. 
That the relationship between Daphne and Hari could take on 
such huge proportions and generate so many repercussions 
causes a sense of wonderment in the traveller. This bathroom 
blends the incongruous elements of the regal, the pedestals, 
the luxury, the lions, the gilt with the airlessness, 
atrophy, and mold. The past of the empire is somewhat 
enshrined in this bathroom which underlines enormous 
contrasts: a royal, lavish setting for such a functional 
activity as emptying the bowels; the old ideals contrast 
equally with the present state that is India. Another 
incongruity is the enriching love which leads to Hari's 
destruction and Daphne's death in childbirth. The traveller 
has come to try to understand events beginning in 1942. He 
wanders through this bathroom trying to piece together 
fragments of information concerning past events much as one 
visits a museum, speculating on the past and wondering, not 
judging. Daphne's bathroom is a showcase, setting the stage 
for the traveller's investigation. 
In a similar way Scott sets the stage for Sarah's 
encounter with Major Clark at Mira's. Sarah needs to freshen 
up and Mira leads her to the bathroom. Sarah finds the 
bathroom chill: 
The bathroom was air-conditioned. It was larger 
than her bedroom at Pankot and marble-floored, with 
sheepskin rugs. Above the semi-sunken bath gilt 
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faucets projected from marble green tiles. At one 
end of the bath pink frosted glass screened off the 
shower. . . . 
. . . The lavatory was in an adjoining cubicle. 
The cistern was the modern kind with a levered 
handle. It flushed quietly and immediately. In 
the pedestal washbasin, piping hot water flowed. 
Back in the bathroom she sat on a luxurious stool 
with curved gilt claw legs and a padded green 
velvet seat. The legs of the marble-topped table 
matched the legs of the stool. (S, 451-52) 
Scott creates an association between Daphne and Sarah 
throughout the books even though they never knew each other. 
They both work, as noted; they bridge the gap of race; they 
come to terms with India; and they both act according to 
their individual consciences, going against strongly held 
social beliefs and conventions. That they both move through 
regal and plush bathrooms tends to emphasize their superior 
qualities and elevates them. In addition to creating that 
affinity between Sarah and Daphne, Scott sensuously sets the 
scene of Sarah's imminent deflowering. The ceremonial 
aspects of the room hint at the impending initiation. In 
contrast to the bottles of toilet water and lotions, "two 
wood-backed bristle hair-brushes and a leather case" sit on 
the table(S, 452). In the case are "four matching 
gold-plated containers and a matching safety razor." When 
Sarah leaves the room of preparation, she learns that the 
whiskered one awaits her in the adjoining bedroom. 
Aside from the designed purpose, the bathroom serves a 
variety of other functions for Sarah. She has a moment of 
revelation waiting her turn for the bathroom at the 
Trehearne's dinner party: "Waiting my turn for the lavatory 
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and my turn at the looking-glass, it struck me that there was 
now absolutely nothing to keep me living where I was living, 
doing what I was doing"(D, 368). Another time Sarah uses the 
bathroom for psychic reparations. Having had a particularly 
exasperating and upsetting phone conversation with her 
mother, Sarah reports, "I went into the bathroom so that I 
could calm down and stop shaking"(D, 397). The cubicle also 
serves as a reprieve: "Susan was in the bathroom which meant 
I didn't have to talk to her"(D, 390). For Sarah the 
bathroom functions as a psychological decompression chamber. 
The cloister of the bathroom allows her time to put body and 
soul back together. 
Similarly, a number of other characters use the bathroom 
to refresh, repair, or prepare the psyche. After Aimee's 
party, Perron went back to Purvis' flat only to find that 
Purvis had tried to commit suicide--in the bathroom. Having 
revived Purvis, Perron goes downstairs where the Laytons are 
staying. Because of his ordeal, Sarah directs him to the 
bathroom: "The door to the bathroom was open and the light 
swithced on. She said, 'Do bathe or shower if you want to. 
You'll find a large green towel on the rail that hasn't been 
used.' She had made simple but efficient preparations"(D, 
84-85). The bathroom becomes a refuge, a place to undo the 
day's knots. It is in the bathroom where Perron usually 
indulges in the simple practicality of renewing or refreshing 
himself, cocooning himself in the comfort of warm water: 
I told the bearer I was leaving, hustled the 
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sweeper-boy out (giving him his bhaksheesh) and 
ordered a bath. Having unpadlocked my kit-bag I 
settled down to enjoy a Scotch and wait for the hot 
water to arrive. I decided to wear civvies and set 
them out on the bed with a change of underwear. 
The hot water came while I was undressing. I took 
the bottle of Scotch, my glass and another bottle 
of soda into the bath-house and settled in the tub 
for a leisurely soak. (D, 252). 
Such pleasure awaits to be spoiled. Perron must waylay the 
Red Shadow, Merrick's factotum, in the act of stealing his 
money and liquor. Perron's friend Nigel Rowan uses the bath 
for contemplation and relaxation as Perron does: "From the 
bathroom came the sound of water being poured into the tub. 
Deciding it would be better to relax in a tepid bath before 
making up his mind whether to ring her or write her, he went 
into the bedroom and began to undress"(D, 152). The solitude 
and quiet clear the mind and allow one to make a clear-headed 
decision. Rowan, a diplomatic aide, of course, must analyze 
something so simple as whether to write or to call Sarah; he 
calls. Mohammed Ali Kasim, en route to prison at Premanagar, 
resignedly performs the ritual of preparations for the day: 
From his suitcase he took the waterproof bag, 
leather toilet case, soap-box, towel and shaving 
kit that he had packed the night before last, and 
went into the cubicle. There was no lock on the 
door. A single bulb illuminated dirty green tiles 
and old, cracked porcelain. Iron bars were set in 
the window. Behind them was a pane of frosted 
glass. He showered and shaved, put back on the 
clothes he had travelled in. (S, 23) 
Kasim is now ready for his morning prayers. The stark, 
shabby cubicle in no way diminishes him. Even the unsavory 
condition of the trip, his imprisonment, does not perturb his 
reserve. His mind is free; the minds of his jailers are in 
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captivity(S, 107). Kasim is free because he is at home in 
his culture; because of his identity he has a purpose. 
Hari Kumar contrasts with Kasim. Kumar, forced to 
return to India because of his father's financial 
difficulties and ensuing suicide, is a man without a country. 
He is despised by the British because of his dark skin and by 
the Indians because of his Englishness. Having been used to 
comparative luxury in England, Hari is repulsed by the 
conditions in which he must live in India with his aunt: 
He entered the mornings from tossing dreams of home 
and slipped at once into the waking nightmare, his 
repugnance for everything the alien country 
offered: the screeching crows outside and the fat 
amber-coloured cockroaches that lumbered 
heavy-backed but light-headed with waving feathery 
antennae from the bedroom to an adjoining bathroom 
where there was no bath—instead, a tap, a bucket, 
a copper scoop, a cemented floor to stand on and a 
slimy runnel for taking the dirty water out through 
a hole in the wall from which it fell and spattered 
the caked mud of the compound; draining him layer 
by layer of his Englishness. ..." (J, 229) 
This scene sums up Hari's life in India. He has no defense 
to buffer the assault on his senses that the other 
English-bred people have--segregated communities and 
compounds that separate them from such degrading 
surroundings. Even the bathroom reminds him of the misery of 
life, and particularly of a life to be lived in India and in 
the shadow of Anglo-India. 
Like Hari Kumar, Teddie Bingham also experiences in the 
bathoom an awareness of his own miserable life in India. The 
bathroom affords Teddie a place of lamentation though; the 
bathroom becomes his wailing wall. He plans to marry Susan, 
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but must settle for a makeshift wedding and an abbreviated 
honeymoon. He thinks that there may indeed be no wedding at 
all under the circumstances forced on him by the army: 
He went out to the closet and sat miserably 
hunched, resting his forehead on both fists. 
As a boy in his first year of English exile, in 
the house of his Shropshire uncle, he had often 
retreated to the unfriendly privacy of the cold 
English lavatory to consider the extraordinary 
miseries of life. His eyes blurred in sympathetic 
remembrance. It was several seconds before he 
realized that the most shameful thing was 
happening. He was blubbing. (T, 154) 
In the solitude of the bathroom, Teddie vents his frustration 
and unhappiness. Scott deftly captures this very human 
situation. 
Even though Scott claimed not to be a psychologist, he 
has his characters reveal themselves through mannerisms and 
idiosyncrasies that only one with psychological insights 
could create. The bathroom becomes a place where the 
psychology of a character is seen. Sarah's father has been a 
prisoner of war in Germany. She has gone to meet him in 
Bombay to accompany him back to Pankot. She notes marked 
changes in his personality and behavior: 
Tidy up was one of the new expressions. He had 
become used to doing things for himself. . . . 
He had left the w.c. cubicle immaculate. The 
hand-basin glistened, the speckled mirror gleamed. 
The stone floor looked newly swept. At Pankot the 
sweepers would have nothing to do but clear up 
after her. She wondered how her father had 
achieved such spotlessness. There was no brush or 
mop or cloth. Perhaps he had used handfuls of 
toilet paper. (D, 128) 
Years of stealth in a prisoner of war camp have created 
Layton's behavior. No doubt such exactitude grows out of 
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having ample time to pay attention to such details and grows 
out of an effort to maintain one's hold on reality and on 
sanity by scrupulously maintaining order. 
Scott shows another instance of that British rectitude 
concerning the bathroom. The exodus train carries Ahmed 
Kasim, Perron, Aunt Fenny, Sarah and Susan, little Edward, 
his ayah, and the supercilious Peabodys, who are horrified by 
the crowd that ends up in their compartment, particularly by 
the Indians, Hindu or otherwise. To make matters worse, 
Susan is carrying the urn with Ronald's remains. Ahmed gets 
up and goes to the lavatory: 
Perron heard Mrs Peabody draw in her breath and 
then slowly exhale. He had the impression that 
however badly she might need to she would now avoid 
going to the lavatory for the rest of the day, or 
get out at the only stop (Premanagar) whether she 
needed to or not, as a form of insurance against 
too great a desperation later. She remained tense 
throughout the few minutes Ahmed was absent, 
probably counting them, in order to work out 
whether he was urinating or doing something of a 
graver nature. (D, 601) 
Regardless of either, Mrs. Peabody would not want to use the 
same facility that a dark-skinned man had used. Of interest 
though is Weinbaum's assertion that "instinctual repression 
is either less severe in characters who embody the values of 
the novels, or else they show some degree of mastery over 
anal repulsion"("Defenses, 79). It is precisely the 
Peabodys and all others like them who never feel at home in 
India. The smell of ordure, animal and human, that fills the 
air, reminds them of the alien nature, the perversion of the 
place. 
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But as great as Mrs. Peabody's burdens are, it is Mr. 
Peabody who is the one who will come to realize the full 
impact of this train trip. In retaliation, Hindus have 
murdered Moslems on the train and have singled out Ahmed. 
When he is called, he leaves the compartment. Marauders 
butcher him just outside the car. Though the compartment is 
shuttered tightly, Peabody manages a glimpse at the 
slaughter. After a bit Edward needs to use the lavatory. 
Peabody takes Edward in. Edward comes out, but "Peabody was 
in the cubicle for nearly ten minutes. Perhaps he was being 
sick. He looked very pale when he came out"(D, 607). 
Peabody's retching reflects his sickness in heart and soul at 
the horrific sight. Peabody has a very good idea of what the 
British are leaving behind as they make for a hasty, 
generally carefree withdrawal. 
In a similar moment of personal crisis, Barbara 
Batchelor demonstrates her soul-wrenching in the bathroom. 
After Edwina Crane was attacked in the riots and her Indian 
co-worker killed, Edwina in despair and disillusionment 
commits suicide. When Barbie learns of Edwina's 
self-immolation, she retreats to the bathroom and locks the 
door: 
She got down on her knees on the cold floor and 
clasped her hands on the rim of the smooth white 
porcelain hand-basin, then groped for her damp 
flannel and stuffed it into her mouth as as not to 
disturb the house. She reached up and turned the 
tap on full. The water splashed into the bowl, 
down the pipe and out into the open runnel that 
carried it away. She sank lower until her body was 
almost touching her thighs and let herself sob 
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aloud. (T, 88) 
She did not weep because Edwina had sinned by committing 
suicide, but because she was "an old woman like Edwina and 
the dead body [Mr. Chaudhuri] was the one Edwina guarded--her 
life in India come to nothing"(T, 89). Barbie's despair is 
as deep as Edwina's. Ironically, it is the missionary whose 
faith in God has sustained her for so long who feels the void 
left by disintegrated faith. 
Barbie also finds in the condition of a bathroom a 
reflection of the state of the empire in decay. While 
visiting Mr. Maybrick to help him sort his music, she goes 
into the "cheerless" bathroom: 
A single unshaded bulb illuminated its dingy 
whitewashed walls and concrete floor. In one 
corner there was a cubicle and in this an ornate 
commode of which Mr. Maybrick was very proud. The 
commode, fortunately, was always spotless but the 
bathroom itself was grimy. There tended to be 
cockroaches. (T, 209). 
Usually Barbie rushes through her business, but on this 
occasion she finds herself slowed down, "struck by the 
significance of her surroundings, the reality of this 
ordinariness, this shabbiness, this evidence of detritus 
behind the screens of imperial power and magnificence"(T, 
209). What Barbie sees is the crumbling structure of the 
Raj, the ideals that amount to a messy water closet. While 
washing up, 
she paused between soaping and rinsing her 
hands, riveted by an image of the captains and the 
kings queuing to wash their own hands in Mr. 
Maybrick's bowl after relieving themselves in Mr. 
Maybrick's mahogany commode with its rose-patterned 
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porcelain receptacle, and finding no fault, nothing 
unusual, feeling no hurt to their dignity; and 
going back through the unholy clutter of Mr. 
Maybrick's bedroom without a glance at the 
half-opened drawers festooned with socks and vests 
and shirts that wanted mending, because the one 
thing to which the human spirit could always 
accommodate itself was chaos and misfortune. 
Everything more orderly or favoured was a bonus and 
needed living up to. (T, 209) 
The empire is falling apart, and the august and powerful go 
blithely and blindly about their business as if all is well 
in Paradise. Barbie's preoccupation takes some minutes: 
"The lather had begun to encrust her hands with a creamy 
rime. She rinsed and dried them on the week-old roller 
towel. She dabbed her wrists with cologne from her handbag 
phial and resprinkled the fine lawn handkerchief. Chaos, 
misfortune. Punctuated by harmless escapes into personal 
vanities"(T, 210). In such details Barbie philosophically 
sums up the state of the Raj and of the Anglo-Indians who 
carry on in an incongruous situation. She sees in Mr. 
Maybrick's disorder a correspondence to the decay and 
disorder of the Raj. 
At other times Barbie's business in the bathroom is of a 
slightly more utilitarian nature. Mildred had intimated to 
friends that Barbie is a lesbian. Clarissa Peplow, Barbie's 
landlady after her expulsion from Rose Cottage, had 
confronted her with the gossip and wanted to know if it were 
true. Barbie is crushed. Sarah comes to visit her while she 
is in the process of packing her belongings. Seeing Sarah, 
she thinks about her loneliness and the accusation: 
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But God help me my loneliness is open to 
inspection. It's here in this place beneath my 
breast. Between Sarah and myself, between myself 
and any woman, there is nothing that there should 
not be. I have been slandered. Spitefully. As 
punishment. For my presumption. 
She went into the bathroom, washed the grime 
from her hands and splashed her face, to cool her 
skin and the anger that hardened it and made it 
smooth. She chafed her wrists with cologne, combed 
her grey hair and called to Asia. 
"Tea! Tea outside, or—" returning to her 
bedroom, "sherry?" (T, 263-64) 
She retreats to the bathroom to repair herself after the 
attack, and to clean the dirt of the accusation off herself; 
she can now more freely visit with Sarah. On another 
occasion, telling Clarissa that there would be no position or 
housing for her at a mission site, "she went into the 
bathroom and brushed the taste of the lie out of her 
teeth"(T, 356). 
Barbie uses the bathroom as a place of catharsis as 
Bingham and Peabody had done. Scott's bathroom settings 
indicate the range of his concerns, from the simple, solitary 
pleasure of sitting in a tub of warm water to the collapse of 
the empire. His characters find absolution, refreshment, and 
escape there. They reveal their deepest despair and vent 
their most intense frustrations. They register their 
revulsion at events that they no longer can control. The 
settings represent the disarray and collapse of the empire, 
the lost faith and moral purpose; they underscore characters' 
personalities or problems. By and large, the bathroom and 
the behavior there become a microcosm. 
Conclusion 
In the approximately one thousand pages of The Ra.i 
Quartet, Paul Scott intertwines philosophy, history, 
politics, psychology, and sociology. It is a work that 
informs as well as entertains. K. B. Rao writes that 
The Quartet is a complex and sustained work of 
the imagination on the universally important theme 
of the personal relationships between people of 
different cultures and races, against the 
background of historic pressures. It is the 
consummate work of a superb novelist who brings to 
his work a wide range of talents: the innovative 
use of a variety of narrative techniques; firm 
grasp of the various strands in the dense jungle of 
Indo-British history; an awesome emotional range 
for characterization; a vivid imagination for 
integrating image and story and a facility of prose 
style that can be precise and direct or lavish and 
elaborate like a rare piece of Indian sculpture. 
(134) 
9 
Throughout The Quartet Scott weaves images of death, 
insularity, imprisonment, myopia, and pretense: the death of 
ideals and moral purpose in the vultures that feed on 
carrion, in the decay and disorder of furnishings and 
personal belongings; the separation of Anglo-Indians from 
India by the civil lines and the segregated housing, by 
bridges that ironically do not bridge, but separate; the 
imprisonment of the mind in the walled compounds and in the 
lace shawl with butterflies; myopia in the spiral staircase 
of the Circuit House and in the blinding glare of the sun; 
pretense in the Palladian style of architecture, pillars, 
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orderliness. Though these images recur throughout the 
tetralogy and vivify Scott's concerns, it is his broader use 
of setting that takes The Quartet beyond a lively rendering 
of the history of the British in India. Scott's concern with 
ontological matters emerges in a study of his particular use 
of setting. 
The various levels of setting in The Quartet fit 
together like nesting boxes. The smallest unit, the private 
chamber or bathroom, a room of practical necessity, shows 
individuals in moments of solitary anguish or relative 
comfort. No other activity distracts from the focus on the 
individual, who becomes paramount, regardless of a whirlpool 
of contingencies outside the cell. The bathroom focuses 
attention on the lone individual. This is the terminus in 
one way or another: Purvis attempts suicide; others emerge 
with another destination in mind. Having been in some way 
fortified or revived, the individual can return to the arena 
of the broader activity of life. 
The next larger box in the nest is the presentation of 
life as a maze, the inexorable process of finding one's way 
from point A to a destination, sometimes predictable, 
sometimes not. In Scott's maze-like interiors, characters 
find certain givens along the way, inevitabilities, but 
behind the closed doors along the route, there is always 
something of the unknown, of chance. As perceiving beings, 
characters always filter information, trying to understand 
circumstances and events, to apply meaning. Perron comes 
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away from Aimee's with a clear picture only after Merrick 
tells him that people are in masquerade. As characters move 
through these interiors, they leave an invisible tracing, a 
pattern of lines and angles that form one of those geometric 
complexes. As characters move along these lines, they do not 
immediately comprehend the significance of the situation; but 
time and a certain perspective allow a degree of 
understanding. At the moment that Sarah confronts Clark in 
the bedroom, she can only think of her anxiety, her 
ambivalence. Only in the space of time can she interpret the 
act within the framework of her life. These tracings come to 
connect with other patterns and, as a result, continually 
change. The patterns take on meaning in the context of human 
activity and by virtue of human perception. 
The patterns that emerge from the traffic in the 
interiors expand in the third box, or level, the outdoors 
where Scott draws a larger pattern on the ground. Scott 
equips his positive characters with the means and desire to 
make some sense out of the "precise but incalculable 
geometry" or design, to make sense of human experience. At a 
literal level, Sarah Layton's father has taught her a method 
of six-point orientation to determine a ground method for 
tactical movement. It is that same kind of method of 
orientation that characters use in determining their 
positions in relation to other people and events to keep a 
hold of or find their own location. They can use points of 
reference to find meaning in life's experiences, to aid in 
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making decisions. 
The outer box encompasses all the others in its scope. 
It is a vast and indefinable world of sensation and 
experience. The telescoping out reveals not only the huge 
Indian landscape, but also shows a world of sensory 
impressions. Scott's concern with the sentient being emerges 
in his use of color and dynamism in the landscape. The 
effects of weather and light change the landscape 
continuously, constantly creating a different impression for 
the viewer. The traveller sees certain patterns on the 
ground, and those patterns become constellations that reflect 
the constellations in the night sky. The idea of vastness 
goes beyond the limits of earth. But as incalculable as it 
all seems, there will be an individual who will try to make 
some sense of it, who will ponder the significance of being 
and experiencing. Sarah Layton, who thinks too much, and Guy 
Perron, who attempts to construct a history of the human 
activity of a place and time, are two who ponder such 
signif icances. 
The accumulation and repetition of the various settings 
that Scott employs increase meaning in The Quartet(Friedman. 
296). The repetition of settings throughout The Quartet 
unites the four books and sets up a rhythm and refrain(Rao, 
133). Scott controls the vast scope of his novel by deft 
manipulation of setting and scene. Both setting and scene 
are interesting enough and complex in their own right, but 
their deeper significance adds substance and an added 
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tension, a vibrancy in the work. 
Notes 
1 Benita Parry takes exception to what she regards as 
Scott's "deeply ambiguous attitudes to the raj"(Scott's Raj," 
367). She seems to be missing the point that Scott has 
presented numerous attitudes of the British and particularly 
of his fictional characters. 
2 For convenience in citation, the novels will be 
designated thus: J, The Jewel in the Crown; S, The Day 
of the Scorpion; T, The Towers of Silence; D, A 
Division of the Spoils. Additionally, the writer will take 
the liberty of correcting without notification any of the 
myriad typographical errors found in quoted material from the 
edition used. 
^ Jallianwallah Bagh is the place where General Dyer 
personally led a detachment that fired on an unarmed crowd of 
Indian civilians holding a meeting in defiance of his order. 
Several hundred Indians were killed and thousands wounded(S, 
62) . 
Works Cited 
Beloff, Max. "The End of the Raj." Encounter 46.5 
(1976): 65-70. 
Conrad, Joseph. "The Shadow Line." Typhoon and 
Other Tales. New York: New American Library, 
1980. 350-446. 
Farrell, J.G. "Indian Identities." Rev. of A 
Division of the Spoils, by Paul Scott. Times 
Literary Supplemtnt 23 May 1975: 555. 
Friedman, Norman. Form and Meaning in Fiction. 
Athens: Univ. of Ga. Press, 1975. 
Green, Peter. "Casting Off the White Man's Burden." 
Rev. of A Division of the Spoils, by Paul 
Scott. Book World Washington Post 10 Aug. 
1975: 19. 
James, Richard Rhodes. "In the Steps of Paul Scott." 
Listener 8 Mar. (1979): 359-361. 
Mahood, M.M. "Paul Scott's Guardians." Yearbook of 
English Studies 13 (1983): 244-258. 
Moorehead, Caroline. "Getting Engrossed in the Death 
Throes of the Raj." Times 20 Oct. 1975: 7. 
Parry, Benita. Delusions and Discoveries. 
Berkeley: Univ. of California Press, 1972. 
  "Paul Scott's Raj." South Asian Review 
8.3 (1975): 359-65. 
Prescott, Orville. "Empire, race and 'The Cycle of 
Inevitability'." Rev. of The Jewel in the 
Crown, by Paul Scott. The New York Times 29 
July 1966: 29. 
Rao, Kanatur Bhaskara. Paul Scott. Twayne's 
English Authors Series 285. Boston: G.K. Hall, 
1980. 
Russell, John. Henry Moore. London: Penguin, 
1968. 
Scho"t"t, Webster. "Britons and Indians on the Edge. " 
Rev. of A Division of the Spoils, by Paul 
Scott. New York Times Book Review 12 Oct. 
1975: 33. 
Scott, Paul. The Jewel in the Crown. Morrow. 1966. 
New York: Avon, 1979. 
  The Day of the Scorpion. Morrow. 1968. 
New York: Avon, 1979. 
  The Towers of Silence. Morrow. 1971. 
New York: Avon, 1979. 
  A Division of the Spoils. Morrow. 1975. 
New York: Avon, 1979. 
Seamon, David, "Newcomers, Existential Outsiders and 
Insiders: Their Portrayal in Two Books by Doris 
Lessing." Humanistic Geography and Literature, 
ed., Douglas C.D. Pocock. Ottawa: Barnes and 
Noble, 1981. 
Stowell, H. Peter. Literary Impressionism. James 
and Chekhov. Athens: Univ. of Ga. Press, 1980. 
Swift, Jonathan. Gulliver's Travels. New York: 
The New American Library, 1960. 
Swinden, Patrick. Paul Scott: Images of India. 
New York: St. Martin's Press, 1980. 
Weinbaum, Francine S. "Paul Scott's India: The Ra.i 
Quartet." Critique: Studies in Modern 
Fiction 20.1 (1979): 100-110. 
  "Psychological Defenses and Thwarted Union 
in The Ra.i Quartet. Literature and 
Psychology 31.2 (1981): 75-87. 
Woodcock, George. "The Sometime Sahibs: Two 
Post-Independence British Novelists of India." 
Queen's Quarterly 86 (1979): 39-49. 
Yeats, W.B. "The Second Coming." The Norton 
Anthology of Modern Poetry. Eds. Richard 
Ellmann and Robert 0'Clair. New York: W.W. 
Norton and Co., 1973. 131. 
